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Preface 


Real World Raw 





If you're reading this book because you want to be told that digital really 1s 
better than film, look elsewhere. Those discussions tend to generate a lot 
more heat thanlight, andifyouaren't at least contemplatingshootingdigital 
for some or all of your work, this book isn't relevant. If you want to be told 
that shooting digital raw is better than shooting JPEG, you'll have to read 
between the lines —what this book does is to explain how raw differsfrom 
JPEG, and how you can exploit those differences. 

But if you're looking for solid, tested, proven techniques for dealing 
with hundreds or thousands of raw images a day—moving them from 
the camera to the computer, making initial selects and sorts, optimizing 
the raw captures, enriching them with metadata, and processing them 
into deliverable form —this is the book for you. My entire reason for writ- 
ing this book was to throw a lifebelt to all those photographers who find 
themselves drowning in gigabytes of data. 

The combination of Photoshop's File Browser and Camera Raw plug-in 
offers a fast, efficient, and extremely powerful workflow for dealing with 
raw digital captures, but the available information tends to be short on 
answers to questions such as the following. 


> Whatspecialconsiderationsshould Í take into account when shooting 
digital raw rather than film or JPEG? 
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» What edits should I make in Camera Raw? 
> Howand where are my Camera Raw settings saved? 


> Howcan I fine-tune Camera Raw's color performance to better match 


my camera's behavior? 


» How can I set up the Fie Browser to speed up making initial selects 
from a day's shoot? 


>  HowcanImakesure that everyimagel deliver contains copyright and 
rights management notices? 


> HowdoImakesure that all the work I do in the Fie Browser, ranking 
or flagging images, entering keywords and other metadata, and sorting 
in a custom order, doesn't suddenly disappear? 


e What are my alternatives to editing each individualimage by hand? 
» How can I automate the conversion of raw images to deliverable files? 


Raw shooters face these questions, and many others, every day. Unfor- 
tunately, the answers are hard to find in the gazillion Photoshop books out 
there—-much less Photoshop's own manuals —and when they're addressed 
at all they tend to be downplayed in favor of whizzy filter effects. This book 
answers these questions, and the other daily workflow issues that arise, 
head-on, and focuses on everything you need to do before you get your 
images open in Photoshop. 


Teach a Man to Fish 


The old saw goes, "Give a man a fish, and you give him a meal; teach a 
man to fish, and you give him a living.” By that reckoning, my goal is to 
make you, gentle reader, a marine biologist— teaching you not only how 
to fish, but also to understand fish, how they think, where they hang out, 
and how to predict their behavior. 

Digital photography holds immense promise, but if you're on a dead- 
line and suddenly find that all your raw images are mysteriously being 
processed at camera default settings rather than the carefully optimized 
ones you've applied, or your images insist on displaying in order of file 
name rather than the custom sort order you spent an hour constructing, 
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you can easily be forgiven for contemplating a return to rush processingat 
your friendly local lab and sorting on a light table with a grease pencil. 
My hope is that you'll turn to this book instead. 


You Are the Lab 


One of the best thiigs about shooting raw is the freedom it confers in 
imposing your preferred interpretation on your images. The concomitant 
downside is that if you don't impose your preferred interpretationon the 
images, you'll have to settle for one imposed by some admittedly clever 
software that is nonetheless a glorified adding machine with no knowledge 
of tone and color, let alone composition, aesthetics, or emotion. 

With raw capture, you have total control, and hence total responsibil- 
ity. A great many photographers wind up converting all their raw images 
at default settings and then try to fix everything in Photoshop, because 
Photoshop is something they know and understand. You'd be hard pressed 
to find a bigger Photoshop fan than Iam—tve been living and breathing 
Photoshop for over a dozen years —but the fact is that Camera Raw allows 
you to do things that simplycannotbe replicatedin Photoshop. If you don't 
use Camera Raw to optimize your exposure and color balance, you'll wind 
up doing a lot more work in Photoshop than you need to, and the quality 
of the results will almost certainly be less than you'd obtain by starting 
from an optimized raw conversion rather than a default one. 


Drowning in Data 

If you had to edit every singleimage by hand, whetherin Photoshop or in 
Camera Raw, you'd quickly find that digital is neither faster nor cheaper 
than film. A day’s shoot may produce six or seven gigabytes of image data, 
and it all has to get from the camera to the computer before you can even 
start making your initial selects. Building an efficient workflow is critical 
if you want to make the digital revolution survivable, let alone enjoyable. 
So just about every chapter in this book contains key advice on building 
a workflow that lets you work smarter rather than harder. 


Making Images Smarter 

Were already living science fiction, and the future arrived quite a while 
ago. One of the most-overlooked aspects of digital imaging is the oppor- 
tunities offered by metadata. Your camera already embeds a great deal of 
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potentially useful information in the image —the date and time of shoot- 
ing, the ISO speed, the exposure and aperture settings, the focal length, 
and so on —but the File Browser makes 1t easy to enrich your images still 
further with keywordsand other useful metadata and lets you protect your 
intellectual property by embedding copyright and rights management. 

Metadatais a means of adding value to your images. Camera metadata 
provides unambiguous image provenance, while keywords make it much 
likelier that your images will be selected by clients you've yet to meet. An 
image with no metadata is simply a collection of pixels, while an image 
that has been enriched by metadata is a digital asset that can keep earn- 
ing for a lifetime. 


Starting Out Right 


The reason for doing a lot of work in Camera Raw and the File Browser is 
simple. If you do the work correctly right at the start of the workflow, you 
never have to do it again later. When you attach your preferred Camera 
Raw setting to a raw image, those settings will be used every time you 
open that raw image, with no further work required on your part. And any 
metadata you apply to the raw image will automatically be embedded in 
every converted image you create from that raw image unless you take 
steps to removeit (and yes, I'll show you how to do that too). Not only do 
you only have to do the work once, you greatly reduce the likelihood that 
it will be undone later. 
clon. 


Understanding and Hubris 


It took a great deal of nerve for me to write this book. I confess to being 
the world's worst photographer, and it takes a certain amount of hubris 
for me to advise photographers who are hugely more skilled than I am 
on how to ply their trade. But I've been lucky enough to enjoy a close and 
fruitful relationship with the wonderful group of people who have made 
Photoshop the incredibly powerful tool it has become, and in the process 
I've had the opportunity to look longer and deeper at its inner workings 
than most people who use it to earn their livelihood. 

Some of those inner workings are probably what my friend and col- 


league Fred Bunting E : $ "more interesting than relevant,” but 
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others— such as where and how your ranking or flagging information, your 
hand-tuned image settings, and your color-correctpreviews get stored— 
are pieces of vital information for anyone who entrusts their work to the 
tools discussed by this hook. If conveying that information helps much 
better photographers than I to realize their vision, I consider the effort 
worthwhile. 


How the Book Is Organized 

A significant problem I faced in writing this book is that everything in 
the workflow affects everything else in the workflow, so some circularity 
is inherent. 

That said, I've tried to impose some order. The first three chapters look 
at images one ata time. Chapter 1, Digital Camera Raw, looks at the fun- 
damental nature of raw images— what they are, and the advantages and 
pitfallsof shootingthem. Chapter 2, How Camera Raw Works, looks at the 
specific advantages that Camera Raw offers over other raw converters. In 
Chapter 3, Using Camera Raw, | look in depth at Camera Raws controls 
and how to use them to get the best out of your raw captures. 

But working photographers need to deal with not one, hut hundreds if 
not thousands of images ata time, so the remainder of the book is devoted 
to handling images in quantity. Chapter 4, The File Browser, introduces 
you to your virtual digital light table, explains its component parts, and 
describesits functionality.Chapter 5, it’s All About the Workflow,explains 
how to use the features describedin Chapter 4 to process large collections 
of images quickly and efficiently, as well as showing you how to trouble- 
shoot should problems arise. Chapter 6, Understanding Metadata, looks 
at the inner workings of the various metadata schemes used by Camera 
Raw and the File Browser and shows you how to make them work for you. 
Finally, Chapter 7, Exploiting Automation, show you how to leverage the 
work done in Camera Raw and the File Browser to produce converted 
images that require minimal workin Photoshopand contain the metadata 
you want them to. 
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A Word to Windows Users 


This book applies to both Windows and Macintosh. But I've been using 
Macs for 20 years, so all the dialogboxes, menus, and palettesare illustrated 
using screen shots from the Macintoshversion.Similarly, when discussing 
the many keyboard shortcuts in the program, I cite the Macintosh versions. 
In almost every case, the Command key translates to the Ctrl key and the 
Option key translates to the Alt key. In the very few exceptions to this rule, 
I've spelledout both the Macintosh and the Windows versions explicitly I 
apologize to all you Windows users for the small inconvenience, but because 
Photoshopis so close to being identical on both platforms, I picked the one 
I know and ran with it. 


Thank You! 


I owe thanks to the many people who made this book possible. My first 
vote of thanks must go to Thomas Knoll, first for creating Photoshop,sec- 
ond for building Camera Raw, and third for taking the time to provide 
feedback on the chapters whiie they were under construction and for 
preventing me from making a number of egregious errors. Thanks also 
go to my other peer reviewers. Russell Preston Brown not only provided 
his unique insight but came up with the idea of doing this book in the first 
place. Jeff Schewe patiently pointed out and then did his best to fill the 
gaps in my understanding of photography,and called meon explanations 
that made no sense. Any errors or inadequacies that remain in the book 
are despite their best efforts and are solely my responsibility. 

Rebecca Gulick, my editor at Peachpit Press, kept me on track and made 
me meet my deadlines, with patience and grace; production coordinator 
Hilal Salaand my other friends at Peachpit turned my virtual creationinto a 
manufactured reality. Tiffany Taylor painstakingly combed the manuscript 
for typos and inconsistencies,and uncovered an embarrassingly large num- 
ber of them Those that may remain are entirely my fault. Caroline Parks 
provided the comprehensiveindex to make sure that everyonecan find the 
information they need. 
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This book would be a much weaker effort withoutthe generosity of the 
great photographerswho contributed theirimages. To Jim Caulfield, Peter 
Fox, Greg Gorman, Jay Maisel, Eric Meola, Seth Resnick, lack Reznicki, Jeff 
Schewe, David Stoecklein, Michel Tcherevkoff,and Art Wolfe, my thanks 
and my respect. 

Special thanks go to Stephen Johnson and Michael Kieran for being 
great human beingsand even better friends—you contributed to this book 
in more ways than you know. 

Last but by no stretch of the imagination least, I must thank my lovely 
wife, Angela, not only for putting up with the insane hours, the abstracted 
gazes, and the glassy incomprehension that greeted perfectly sensible 
questions like "have you fed the cat?" —but also for making my life such 
a very happy one. 


Bruce Fraser 
San Francisco, June 2004 
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Camera 
Raw 


Exploiting the Digital Negative 






Perhaps the greatestchallenge that faces shooters who have made, or are 
in the process of making, the transition to digital is just dealiig with the 
gigabytes of captured data. You can make some gross judgments about 
the imagefrom a camera's on-board LCD display; but to separate the hero 
images from the junk, you have to copy the images from the camera media 
to a computer with a decent display, which is less convenient and more 
challenging than getting rush-processed chromes back from the lab and 
sorting them on the light table. 

Digital raw files present a further bottleneck, since they require 
processing before you can even see a color image. This book tells you how 
to deal with raw images quickly and efficiently, so that you can exploit the 
very real advantages of raw capture over JPEG, yet still have time to havea 
life. The key is in unlocking the full power of three vital features in Adobe 
Photoshop CS—the Adobe Camera Raw plug-in, the File Browser, and 
Photoshop actions. Together, these three features can help you build an 
efficient workflow based on raw captures, from making the initial selects, 
through rough editing for client approval, to final processing of selected 
images. 

In this first chapter, though, we'll focus on raw captures themselves, 
their fundamental nature, their advantages, and their limitations. So the 
first order of business is to understand just what a raw capture 1s. 
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What Is a Digital Raw File? 


Fundamentally, a digital raw file is a record of the raw sensor data from the 
camera, accompanied by some camera-generated metadata (literally data 
about data). I'll discuss metadata in great detail in Chapter 6, Metadata, 
but for now, all you need to know is that the camera metadata supplies 
information about the way the image was captured, including ISO setting, 
shutter speed and aperture value, white balance setting, and so on. 

Different camera vendors may encode the raw data in different ways, 
apply various compression strategies, and in some cases even apply en- 
cryption, so it's important to realiie that "digital camera raw" isn't a single 
file format. Rather, it's a catch-all term that encompasses Canon .CRW, 
Minolta .MRW, Nion .NEE Olympus .ORE and all the other raw formats 
on the ever-growinglistthat's readable by Adobe Camera Raw. But all the 
various flavors of raw files share the same basic properties and offer the 
same basic advantages. To understand these, you need to know a little 
something about how digital cameras work. 


The Camera Sensor 
Araw file is a record of the sensor data, so let's look at what the sensor in 
a digital camera actually captures. A number of different technologies get 
lumped into the category of "digital camera," but virtually all the cameras 
supported by the Camera Raw plug-in are of the type known as "mosaic 
sensor" or "color filter array" cameras ("virtually all" because versions 
2.2 and later of Camera Raw also support the Sigma cameras based on 
Foveon's X3 technology —see “The Foveon X3 Difference," later in this 
chapter). The first key point is that striped-array raw files are grayscale! 
Color filter array cameras use a two-dimensional area array to collect 
the photons that are recorded in the image. The array is made up of rows 
and columns of photosensitive detectors — typically using either CCD 
(charge-coupleddevice)or CMOS (complementarymetal oxide semicon- 
ductor) technology —toform the image. In a typical setup, each element 
of the array contributes one pixel to the final image (see Figure 1-1). 


“i 


Figure 1-1 
An area array 


Photosensors 


Figure 1-2 
Bayer pattern 
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Each photosensor contributes 
one pixel to the image. 


But the sensors in the array, whether CCD or CMOS, just count pho- 
tons—-they produce a charge proportional to the amount of light they 
receive—without recording any colorinformation. The colorinformation is 
produced by color filtersthat are applied over the individual elementsin the 
array in a process known as "striping —hencethe term “striped array." Most 
cameras use a Bayer pattern arrangementfor the color filter array, alternat- 
ing green, red, green, blue filters on each consecutive element, with twice 
as many green as red and blue filters (because our eyes are most sensitive 
in the green region).See Figure 1-2. 


In a Bayer Pattern colorfilter 
array, each photosensor is 
filtered so that it captures only 

a single colorof light: red, green, 
or blue. Twice as many green 
filters are used as red or blue 
because our eyes are most 


sensitive to green light. 
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Other color filter array configurations are possible--some cameras use 
a cyan, magenta, yellow arrangement instead of the GRGB configuration 
in the classic Bayer pattern, while still others may use four colors in an 
attempt to improve colorfidelity. But unless you plan on designing your own 
cameras, you needn't worry about the details of this or that filter setup. 


Raw Files Are Grayscale 

No matter what the filter arrangement, the raw file simply records the 
luminance value for each pixel, so the raw file is a grayscale image. It 
contains color information —the characteristics of the color filter array 
are recorded, so raw converters know whether a given pixel in the raw file 
represents red, green, or blue luminance (or whatever colorsthe specific 
camera's filter array uses) —butit doesn't contain anything humans can 
interpret as color. 

Obtaining a color image from the raw file 1s the job of a raw converter 
such as Camera Raw. The raw converter interpolates the missing color 
informationfor each pixel from its neighbors, a process known as demosa- 
icing, but it does much more, too. Besides interpolating the missing color 
information, raw converters control all of the following. 


>» White balance. The white balance indicates the color of the light 
under which the image was captured. Our eyes automatically adapt 
to different lighting situations — to oversimplify slightly, we interpret 
the brightestthing in the scene as white, and judge all the other colors 
accordingly. Cameras — whetherfilm or digital —have no such adapta- 
tion mechanism, as anyone who has shot tungsten film in daylighthas 
learned the hard way, so digital cameras let us set a white balance to 
record the color of the light. 


But the on-camera white balance setting has no effect on the raw 
capture. It's saved as a metadata tag, and applied by the raw converter 
as part of the conversionprocess. 


> Colorimetric interpretation. Each pixel in the raw file records a 
luminance value for either red, green, or blue. But "red," "green," and 
“blue” are pretty vague terms. Take a hundred people and ask them to 
visualize "red." If you could read their minds, you'd almost certainly 
see a hundred different shades of red. 
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Many different filter sets are in use with digital cameras. So the raw 
converter has to assign the correct, specific color meaningsto the "red," 
"green," and "blue" pixels, usually in a colorimetrically defined color 
space such as CIEXYZ, whichis based directly on human color percep- 
tion. 


> Gammacorrection. Digital raw captures have linear gamma (gamma 
1.0), a very different tonal response from that of either film or the 
human eye. So the raw converter applies gamma correction to redis- 
tribute the tonal informationso that it corresponds more closely to the 
way our eyes See light and shade. I discuss the implications of linear 
gamma on exposure in the sidebar, "Exposure and Linear Gamma," 
later in this chapter. 


> Noise reduction, antialiasing, and sharpening. When the detail in an 
image gets down to the size of individual pixels, problems can arise. 
If the detail is only captured on a red-sensing pixel or a blue-sensing 
pixel,its actual colorcan be difficult to determine. Simple demosaicing 
methods also don't do a great job of maintaining edge detail, so raw 





converters performsome combination of edge-detection, antialiasing 


to avoid color artifacts, noise reduction, and sharpening. 


All raw converters perform each of these tasks, but each one may use 
different algorithms to do so, which is why the same image can appear 
quite different when processed through different raw converters. 


The Foveon X3 Difference 


Foveon X3 technology,embodied 
in the Sigma SD-9 and SD-10 SLR 
cameras, 1s fundamentally differ- 
ent from striped-array cameras. 


The Foveon X3 direct image 
sensor captures color by exploit- 
ing the fact that blue light waves 
are Shorter than green light waves, 
which in turn are shorter than 
red ones. It uses three layers of 
photosensors on the same chip. 


The front layer captures the short 
blue waves, the middle layer 
captures the green waves, while 
only the longest red waves pene- 
trate all the way to the third layer, 
which captures red. 

The key benefit claimed by the 
X3 sensor 1s that it captures full 
color data, red, green, and blue, 
for every pixel in the image. As 
a result, .X3F files—Foveon X3 





raws—dont require demosaic- 
ing. But they do need all the other 
operations a raw converter carries 
out—white balance, colorimetric 
interpretation,gamma correction, 
and detail control—so Camera 
Raw is as applicable to files from 
Foveon X3-equipped cameras 
as it is to those from the more 
common striped array cameras. 
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Exposure and Linear Gamma 


One final topic is key to under- 
standing digital capture in gen- 
eral, not just digital raw. Digital 
sensors, whether CCD or CMOS, 
respond to light quite differently 
than does either the human eye 
or film. Most human perception, 
including vision, is nonlinear. 

If we placea golf ball in the palm 
of ow hand, then add anotherone, 
1t doesn't feel twice as heavy. Ifwe 
put two spoonfuls of sugar in our 
coffee instead of one, 1t doesn't 
taste twice as sweet. If we double 
the acoustic power going to our 
stereo speakers, the resulting 
sound isn't twice as loud. And if 
we double the number ofphotons 
reachingoureyes. we dont see the 
scene as twiceas bright —brighter, 
yes, but not twice as bright. 


Figure 1-3 





64128 256 


This built-in compression lets 
usfunction in a wide rangeof situ- 
ationswithout driving our sensory 
mechanisms into overload —we 
can go from subdued room light- 
ing to full daylight without our 
eyeballs catching fire! But the 
sensors in digital cameraslack the 
compressive nonlinearity typical 
of human perception. They just 


count photonsin a linearfashion. 
Ifa camera uses 12 bits to encode 
the capture, producing 4,006 lev- 
els, then level 2,048 represents half 
the number of photons recorded 
at level 4,096. This is the meaning 
of linear gamma—the levels cor- 
respond exactly to the number of 
photonscaptured. 

Linear capture has impor- 
tant implications for exposure. 
If a camera captures six stops of 
dynamic range, half of the 4,096 
levels are devoted to the brightest 
stop, half of the remainder (1,024 
levels) are devoted to the next 
stop, half of the remainder (512 
levels are devoted to the next stop, 
and so on. The darkest stop, the 
extreme shadows, 1s represented 
by only 64 levels—see Figure 1-3. 


Linear gamma 


It may seem tempting to un- 
derexpose images to avoid blow- 
ing out the highlights, but ifyou 
do, you're wasting a lot of the 
bits the camera can capture, and 
you'll run a significant risk of in- 
troducing noise in the midtones 
and shadows. Correct exposure is 
at least as important with digital 
capture as it is with A nbut cor- 


rect exposure in the digital realm 
means keeping the highlights 
as close to blowing out, without 
actually doing so, as possible. 

In this regard, it's worth em- 
phasizing that the on-camera 
histogram shows the histogram 
of the conversion to JPEG: a raw 
histogram would be a rather 
strange-looking beast, with all the 
data clumped at the shadow end, 
so cameras show the histogram 
of the image after processing 
using the camera's default set- 
tirgs. Most cameras apply a fairly 
strong S-curve to the raw data so 
that the JPEGs have a more film- 
like response, with the result that 
the on-camera histogram often 
tells you that your highlights are 
blown when in fact they aren't. 





048 levels (half of the total) 


The response of a cameraset to 
ISO 100 may be more like ISO 125 
or even ISO 150 (or, for that mat- 
ter, ISO 75). It’s well worth spend- 
ing some time determining your 
camera's real sensitivity at differ- 
ent speeds, then dialing in an ap- 
propriateexposure compensation 
to make sure that you're making 
the best use of the available bits. 
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Why Shoot Raw? 


The answer to the above question is simply, controlover the interpretation 
of the image. When you shoot JPEG, the camera'son-boardsoftware carries 
out all the tasks listed earlier to produce a color image, then compresses 
it using JPEGcompression.Some cameras let you set parameters for this 
conversion —typically, a choice of sRGB or Adobe RGB as color space, 
a sharpness value, and perhaps a tone curve or contrast setting — but 
unless your shooting schedule is atypically leisurely, you probably can't 
adjust these parameters on an image-by-image basis,so you're locked into 
the camera's interpretation of the scene. JPEGs offer fairly limited editing 
headroom — large moves to tone and color tend to exaggerate the 8-by-8- 
pixel blocks that form the foundation of JPEG compression — and whiie 
JPEGdoes a pretty good job of preserving luminance data, it reallyclobbers 
the color, leading to problems with skin tones and gentle gradations. 

When you shoot raw, however, you get to control the scene interpreta- 
tion through all the aforementioned aspects of the conversion. With raw, 
the only on-camera settings that have an effect on the captured pixels 
are the ISO speed, shutter speed, and aperture. Everything else is under 
your control when you convert the raw file. You can reinterpret the white 
balance, the colorimetric rendering, the tonal response, and the detail 
rendition (sharpeningand noise reduction) with a great deal of freedom, 
and, within limits, you can even reinterpret the exposure compensation 
(see the sidebar, "Exposure and Linear Gamma"). 


Using All the Bits 


Most of today's cameras capture at least 12 bits per channel per pixel, for 
a possible 4,096 levels in each channel. More bits translates directly into 
editing headroom, but the JPEGformat is limited to 8 bits per channel 
per pixel: So when you shoot JPEG, you trust the camera's built-in con- 
versions to throw away one-third of your data in a way that does justice 
to the image. 

When you shoot raw, though, you have, by definition, captured every- 
thing the camera can deliver, so you have considerably more freedom in 
shaping the overall tone and contrast for the image. You also produce a 
file that can withstand a great deal more editing in Photoshop than can 
an 8-bit per channel JPEG. 
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Edits in Photoshop are "destructive" — when you use a tool such as 
Levels, Curves, Hue/Saturation, or Color Balance, you change the actual 
pixel values, creating the potential for either or both of two problems. 


> Posterization can occur when you stretch a tonal range. Where the 
levels were formerly adjacent, they're now stretched apart, so instead 
of a gradation from, for example, level 100 through 101,102,103,104, 
to 105, the new values may look more like 98,101,103, 105,107. On 
its own, such an edit is unlikely to produce visible posterization — 
it usually takes a gap of four or five levels before you see a visible jump 
instead of a smooth gradation —but subsequent edits can widen the 
gaps, inducing posterization. 


> Detail loss can occur when you compress a tonal range. Where the 
levels were formerly different, they're now compressed into the same 
value, so the differences, which represent potential detail, are tossed 
irrevocably into the bit-bucket, never to return. 


Figure 1-4 shows how the compression and expansion of tonal ranges 
can affect pixel values. Don't be overly afraid of losing levels—-it's a normal 
and necessary part of image editing, and its effect can be greatly reduced 
by bringing images into Photoshop as 16-bitlchannel files rather than 
8-bitlchannel ones —but simply be aware of the destructive potential of 
Photoshop edits. 


White Balance Control 

I'll go into much more detail on how Camera Raw's white balance con- 
trols actually work in Chapter 2, How Camera Raw Works. For now, I want 
to make the key point that adjusting the white balance on a raw file is 
fundamentally different from attempting to do soon an already-rendered 
image in Photoshop. 

As Figure 1-4 shows, Photoshop edits are inherently destructive-- 
you wind up with fewer levels than you started out with. But when you 
change the white balance as part of the raw conversion process, the edit 
is much less destructive, because instead of changing pixel values by 
applying curves, you're gently scaling one or two channels to match the 
third. There may be very few free lunches in this world, but white balance 
controlin Camera Rawis a great deal cheaper,in terms of losing data, than 
anything you can do to the processed image in Photoshop. 
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Figure 1-4 
Destructive editing 
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Before-and-after histograms show the loss oY levels. The top histogram shows 
thesmte of the unedited image; the bottom one shows thesmte of the image 
after editing. The gaps indicate lost levels where the tonal range was stretched, 
and the spikes indicate lost differences where the tonal range was compressed. 


Colorimetric Interpretation 
When you shoot JPEG, you typically havea choice between capturingim- 
ages in either SRGB or Adobe RGB (1998). Yet the vast majority of today's 
cameras can capture colors that lie outside the gamut of either of these 
spaces, especially in the case of saturated yellows and cyans, and those 
colors get clipped when you convert to SRGB or Adobe RGB. 

Raw converters vary in their ability to renderimages into differentcolor 
spaces, but Adobe Camera Raw offers four possible destinations. One of 
these, ProPhoto RGB, encompasses all colors we can capture, and the vast 
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majority of colors we can see —fyou seecolor clipping on a conversion to 
ProPhoto RGB, you're capturingsomething other than visible light! 
Figure 1-5 shows a quite unexceptional image rendered to ProPhoto 
RGB, and plotted against the gamuts of sRGB and Adobe RGB. Notice just 
how much of the captured color lies outside the gamut of both spaces. 


The gamut plots below, produced using 
Chromix ColorThink, plot color in Lab 
space. You're lookingat a side elevation 
of the color space, with the Lightness axis 
running vertically. The a* axis, from red 
to green, runs almost straighttoward 
you out of the page; the b*axis, from blue 
to yellow, runs from left to right 


Figure 1-5 
Color spaces and dipping 


Even an innocuous image 
like the one at rightcan 
contain colors that lie well 
outside the range that 
either Adobe RGB 11998) or 
SRGB can represent. 





The imageaboveplotted 
(as squares)againstthe 
color gamut of Adobe RGB These dark yellows and 
(1998) (shaded solid) oranges lie outside the 
gamut of Adobe RGB (1998) 
or sRGB 
The image above plotted 
(assquares)againstthe 
color gamut of sRGB 
(shaded solid)! 





Exposure 


As with white balance adjustments, exposure adjustments performed as 


part of the raw conversion are lossless (unless you clip highlights to white 
or shadows to black), unlike tonaladjustmentsmade in Photoshopon the 
rendered image (see Figure 1-3). In practice, however, you have somewhat 
less freedom to adjust exposure than you do white balance. 
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The main limitation on exposure adjustments is that when you try to 
open up significantly underexposed images, you'll probably see noise or 
posterization in the shadows. It's not that the edit is destructive—-you just 
didn't capture enough shadow information in the first place. 

Completely blown highlights ate also beyond recovery, but Camera Raw 
goes a good bit further than otherraw converters in rescuing highlight detail 
even when only one channel contains data. Dependingon the camera and 
the white balance chosen, you may be able to recover up to one stop of 
highlight detail. Nevertheless, good exposure is still highly desirable—see 
the sidebar, "Exposure and Linear Gamma," earlier in this chapter. 


Detailand Noise 

When you shoot JPEG, the sharpening and noise reduction are set by the 
on-camera settings (mostcameras let you make a setting for sharpness, 
but few do for noise reduction). When you shoot raw, you have control 
over both sharpening and noise reduction —Camera Raw even lets you 
handle luminance noise and color noise separately. 

This confers several advantages. You can tailor the noise reduction to 
different ISO speeds, apply quick global sharpening for rough versions of 
images, or convert images with no sharpening at all so that you can apply 
more nuanced localized sharpening to the rendered image in Photoshop. 


Raw Limitations 


While raw offers significantadvantages over JPEG, it also has some limita- 
tions. For the majority of work, I believe that the advantagesoutweigh the 
disadvantages, but I'd be remiss if I didn't point out the downsides. So in 
the interests of full disclosure, let's look at the limitations of raw. 


Processing Time 

Perhaps the biggest limitation is also the main strength of raw files—-you 
gain a huge amount of control in the conversion process, but you have to 
take the time to process the raw file to obtain an image. Camera Raw lets 
you convert raw images very efficiently, particularly once you learn to use 
it in conjunction with Photoshop's automation features, but each image 
still takes some time—-a few seconds —to process. 
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If you digest and implement all the techniques, tips, and tricks offered 
in this book, you'll find that the bulk of the time spent on raw con versions 
is computer time—you can set up batch conversionsand go do something 
more interesting while the computer crunches the images. But any way 
you Slice it, raw files aren't as immediately available as JPEGs, and they 
require one more step in the workflow. 


File Size 


Raw files are larger than JPEGs—typically somewhere between two and 
four times as large. Storage is cheap and getting cheaper every year, but 
f you need to fit the maximum number of images on a camera's storage 
card, or you need to transmit images as quickly as possible over a network 
or the Web, the larger size of raw files may be an issue. 

In most cases,a modicum of planning makes file size a non-issue——just 
make sure you have enough storage cards, and leave yourself enough time 
for file transmission. 


Tip: Two small cards are better than one large one. High-capacity 
Compact Flash cards command premium prices compared to lower- 
capacity ones—a 4GB card costs more than double the price of a2GB one, 
which in turn costs more than double the price of a 1GB one. But using 
two smaller cards rather than one bigger one lets you hand off the first 
card to an assistant who can then start copying the files to the computer, 
archiving them, and perhaps even doing rough processing, while you 
continue to shoot with the second card. Multiple smaller, cheaper cards 
give you much more flexibility than one big one. 


Longevity 
There's one other issue with raw files. Currently, many camera vendors 
use proprietary formats for raw files, raising a concern about their long- 
term readability. Hardware manufacturersdon't have the best track record 
when it comes to producing updated software for old hardware | have 
cupboards full of ancient orphaned weird junk to prove it—so it's entirely 
legitimate to raise the question of how someone will be able to read the 
raw files you capture today in 10 or 100 years time. 

I don't have a crystal ball, but Adobe's commitment to making Camera 
Raw a universal converter for raw images is clear. At the same time, it's 
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no secret that some cameravendors are less than supportive of Adobe's 
effortsin this regard. If you’re concernedabout long-termsupport for your 
raw files, you need to make your cameravendoraware of the fact. You can 
also support any initiatives to produce an open, documented file format 
for raw captures, and, if necessary,use your wallet to vote against vendors 
who resist such initiatives. 





Adobe Camera Raw 


If you've read this far, I hope I've convinced you of the benefitsof shooting 
raw. In the remainderof this chapter, let's examine the reasonsfor making 
Adobe Camera Raw the raw converter of choice. 


Universal Converter 

Unlike the raw converters supplied by the camera vendors, Camera Raw 
doesn't limit its support to a single brand of camera. Adobe has made a 
commitment to add support for new cameras on a regular basis, and so 
far, they seem to be doing a good job. So even if you shoot with multiple 
camerasfrom different vendors or add newcameras regularly, you have to 
learn only one user interface and only one set of controls. This translates 
directly into savings of that most precious commodity, time. 


Industrial-strength Features 

Camera Raw is one of the most full featured raw converters in existence. 
It offers fine control over white balance, exposure, noise reduction, and 
sharpness, but unlike most other raw converters, it also has controls for 
eliminating chromatic aberration (digital capture is brutal at revealing 
lens flaws that film masks) and for fine-tuning the color response for 
individual camera models. 

Thanks to the magic of metadata, Camera Raw can identify the specific 
camera model on which an image was captured. You can create Calibra- 
tion settings for each camera model, which Camera Raw then applies 
automatically. Of course, you can also customize all the other Camera Raw 
settings and save them as Camera Defaults—-so each camera model can 
have its own set of custom settings. 
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Integration with Photoshop 
Assoon as you point Photoshop's Fie Browser at a folder full of raw images, 
Camera Raw goes straight to work, generating thumbnails and previews 
so that you can make your initial selects quickly. 

The File Browsers automation features let you apply custom settings 
on a per-image basis, then batch-convert images to Web galleries, PDF 
presentations, or virtual contact sheets. And when it's time to do serious 
manual editing on selected images, Camera Raw delivers them right into 
Photoshop, where you need them. 


























The Digital Negative 


If you've digested this chapter, you'll doubtless have concluded that, like 
most analogies, the one that equates digital raw with film negative isn't 
perfect —raw capture doesn't offer the kind of exposure latitude we expect 
from negative film. But in a great many other respects, it holds true. 

Both offer a means for capturing an unrendered image, providing a 
great deal of freedom in how you render that image post-capture. Both 
allow you to experiment and produce many different renderings of the 
same image, while leaving the actual capture unchanged. 

In the next chapter, How Camera Raw Works, we'll look at some of the 
technological underpinnings of Camera Raw. If you're the impatient type 
who just wants to jump in with bothfeet, feel free to skip ahead to Chapter 
3, Using Camera Raw Controls, where you'll learn how to use the various 
buttons and sliders to interpret your images. But ifyou want to understand 
why these buttons and sliders work the way they do, and why you should 
use them rather than try to fix everything in Photoshop, it's worth setting 
aside part of a rainy afternoon to understanding just what Camera Raw 
actually does. 







___ How Camera 
- ye Raw Works 


What Lies Under the Hood 


Despite the title of this chapter, I promise to keep it equation-free and 
relatively non-technical. Camera Raw offers functionality that at a casual 
glance may seem to replicate that of Photoshop. But some operationsare 
much better carried out in Camera Raw, while with others, the choice 
between making the edits in Camera Raw and in Photoshop may be as 
much about workflow and convenience as 1t is about quality. 

To understand which ones are which, 1t helps to know a little about 
how Camera Raw performs its magic. If you're the type who would rather 
learn by doing, feel free to skip ahead to the next chapter, where you'll be 
introduced to the nitty-gritty of actually using all the controls in Camera 
Raw; but if you take the time to digest the contents of this chapter, you'll 
have a much better idea of what the controls actually do, and hence a 
better understandingof how and when to use them. 

To use Camera Raw effectively, you must first realize that computers 
and software applicationslike Photoshop and Camera Raw don't know 
anythingabout tone, color, truth, beauty, or art. They're really just glorified 
and incredibly ingenious adding machines that juggle ones and zeroes 
to order. I wont go into the intricacies of binary math except to note that 
there are 10 kinds of people in this world, those who understand binary 
math and those who don't! You don't need to learn to count in binary or 
hexadecimal, but you do need to understand some basic stuff about how 


numbers can represent tone and color. 
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Digital Image Anatomy 


Digital images are made up of numbers. The fundamental particle of a 
digital image is the pixel—the number of pixels you capture determines 
the image's size and aspect ratio. It's tempting to use the term resolution, 
but doing so often confuses matters more than it clarifies them. Why? 


Pixels and Resolution 

Strictly speaking, a digital image in its pure Platonic form doesn't have 
resolution —1t simply has pixel dimensions. It only attains the attribute 
of resolution when we realize it in some physical form-—displaying it on 
a monitor, or making a print. But resolution isn't a fixed attribute. 

If we take as an example a typical six-megapixelimage, it has the invari- 
ant property of pixel dimensions, specifically, 3,072 pixels on the long side 
of the image, 2,048 pixels on the short one. But we can display and print 
those pixels at many different sizes. Normally, we want to keep the pixels 
small enough that they don't become visually obvious, so the pixel dimen- 
sions essentially dictate how large a print we can make from the image. As 
we make larger andlarger prints, the pixels become more and morevisually 
obvious until we reach a size at which it just isn't rewarding to print. 

Just as it's possible to make a 40-by-60 inch print from a 35mm color 
neg, it's possible to make a 40-by-60 inch print from a six-megapixel 
image, but neither of them is likely to look very good. With the 35mm film, 
you end up with grain the size of golf balls, and with the digital capture, 
each pixel winds up being just under 1/50" of an inch square—big enough 
to be obvious. 

Different printing processes have different resolution requirements, 
but in general, you need not less than 100 pixels per inch, and rarely more 
than360 pixels per inch to makea decent print. So the effectivesize range 
of our six-megapixelcapture 1s roughly from 20 by 30 inches downward, 
and 20 by 30 is really pushing the limits. The basic lesson is that you can 
print the same collectionof pixels at many different sues, and as you do so, 
the resolution — the number of pixels per inch — changes, but the number 
of pixels does not. At 100 pixels per inch, our 3072-by-2048 pixel image 
will yield a 30.72-by-20.48 inch print. At 300 pixels per inch, the same 
image will make a 10.24-by-6.83 inch print. So resolution is a fungible 
quality —you can spread the same pixels over a smaller or larger area. 


Figure 2-1 
Image size and resolution 
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To find out how big an image you can produce at a specific resolution, 
divide the pixel dimensions by the resolution. Using pixels per inch (ppi) 
as the resolution unit and inches as the size unit, if you divide 3, 072(the 
long pixel dimension) by 300, you obtain the answer 10.24 inches for the 
long diiension and if you divide 2, 048 (theshort pixel diiension) by the 
same quantity, you get 6.826 inches for the short dimension. At 240 ppi, 
you get 12.8 by 8.53 inches. Conversely, to determine the resolution you 
have available to print at a given size, divide the pixel dimensions by the 
size, in inches. The resultis the resolution in pixels per inch. For example, if 
you wantto makea 10-by-15inch print from your six-megapixel, 3, 072-by 
2, 048pixel image, divide the long pixel dimension by the long dimension 
in inches, or the short pixel dimension by the short dimension in inches. 
In either case. you'll get the same answer, 204.8 pixels per inch. 

F 1 e2-1showsthe same pixels printed at 50 pixels perinch, 150 pixels 
per inch, and 300 pixels per inch. 





50 ppi 150 ppi 300 ppi 


But each individual pixel is defined by a set of numbers, and these 
numbers also imposelimitationson what you can do with the image, albeit 
more subtle limitations than those dictated by the pixel dimensions. 


Bit Depth, Dynamic Range, and Color 

We use numbers to represent a pixel's tonal value—how Light or dark it 
is—and its color —red, green, blue, yellow, or any of the myriad gradations 
of the various rainbow hues we can see. 
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Bit Depth. In a grayscaleimage, each pixel is represented by some num- 
ber of bits. Photoshop's 8-bitlchannel mode uses 8 bits to represent each 
pixel, and its 16-bit/channel mode uses 16 bitsto represent each pixel. An 
8-bit pixel can have any one of 256 possible tonal values, from 0 (black)to 
255 (white),or any of the 254 intermediate shades of gray. A 16-bit pixel 
can have any one of 32,769 possible tonalvalues, from 0 (black)to 32,768 
(white),or any of the 32,767 intermediate shades of gray. If you're wonder- 
ing why 16 bits in Photoshop gives you 32,769 shades instead of 65,536, 
see the sidebar "High-Bit Photoshop," later in this chapter (if you don't 
care, skip 1t). So while pixel dimensions describe the two-dimensional 
height and width of the image, the bits that describe the pixels produce 
a third dimension that describes bow light or dark each pixel is—hence 
the term bit depth. 


Dynamic Range. Some vendors try to equate bit depth with dynamic 
range. This is largely a marketing ploy, because while there isa relation- 
ship between bit depth and dynamic range, it's an indirectone. Dynamic 
range in digital cameras is an analog limitation of the sensor. 

The brightest shade the camera can capture is limited by the point at 
which the current generated by a sensor element starts spilling over to its 
neighbors—a condition often called “blooming”—and producesa feature- 
less white blob. The darkest shade a camera can capture is determined by 
the more subjective point at which the noise inherent in the system over- 
whelms the very weak signal generated by the small number of photons 
that hit the sensor — the subjectivity lies in the fact that some people can 
tolerate a noisier signal than others. 

One way to think of the difference between bit depth and dynamic 
range is to imagine a staircase. The dynamic range is the height of the 
staircase. The bit depth is the number of steps in the staircase. If we want 
our staircase to he reasonablyeasy to climb, or if we want to preservethe 
illusion of a continuous gradation of tone in our images, we need more 
steps in a taller staircase than we do in a shorter one, and we need more 
bitsto describeawider dynamicrange than a narrower one. But more bits, 
or a larger number of smaller steps, doesn't increase the dynamic range, 
or the height of the staircase. 
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High-Bit Photoshop 


If an 8-bit channel consists of 256 
levels, a 10-bit channel consists of 
1,024 levels, and a 12-bit channel 
consists of 4,096 levels, doesn't it 
followthata 16-bitchannelshould 
consist of 65,536 levels? 

Well, that's certainly one way 
that a 16-bit channel could be 
constructed, but it's not the way 
Photoshop does it. Photosbop's 


implementation of 16 bits per 
channel uses 32,769 levels, from 
0 (black) to 32,768 (white). The 
advantage of this approach is that 
it provides an unambiguous mid- 
point between white and black, 
useful in many imaging opera- 
tions, that a channel comprising 
65,536 levels lacks. 

‘To those who would claim that 
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Photoshop's 16-bit color is really 
more like 15-bit color, I simply 
point out that it takes 16 bits to 
represent, and by the time capture 
devices that can actually capture 
more than 32,769 levels are at all 
common, we'll all have moved on 
to something like 32-bit floating 
point channels rather than 16-bit 
integer ones. 


Color. RGB color images comprise three 8-bit or 16-bit grayscale imag- 
es, or channels, one representing shades of red, the second representing 
shades of green, and the third representing shades of blue. Red, green, 
and blue are the primary colors of light, and combining them in different 
proportions allows us to create any color we can see. So an 8-bitlchannel 
RGB image can contain any of 16.7 million unique color definitions (256 
X 256 x 256), while a 16-bitlchannel image can contain any of some 35 
trillion unique color definitions. 

Either of these may sound like a heck of alot of colors, and indeed, they 
are. Estimatesof how many unique colors the human eye can distinguish 
varywidely, but even the most liberal estimates are well shy of 16.7 million 
and nowhere close to 35 trillion. Why then do we need all this data? 

We need it for two quite unrelated reasons. The first one, which isn't 
particularly significant for the purposes of this book, is that 8-bitlchannel 
RGB contains 16.7 million color definitions, not 16.7 million perceivable 
colors. Many of the color definitions are redundant: Even on the very best 
display, you'd be hard pressed to see the difference between RGB values of 
0,0,0, and 0,0,1 or 0,1,0 or 1,0,0, or for that matter between 255,255,255and 
254,255,255 or 255,254,255 or 255,255,254. Depending on the specific 
flavor of RGB you choose, you'll find similar redundancies in different 
parts of the available range of tone and color. 

The second reason, which is extremely significant for the purposes of 
this book, is that we need to edit our images — particularly our digital raw 
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Figure 2-2 
Digital capture and 
human response 


images, for reasons that will become apparent later-and every edit we 
make has the effect of reducing the number of unique colors and tone 
levels in the image. A good understandingof the impact of different types 
of edits is the best basis for deciding where and bow you apply edits to 
your images. 


Gamma 

To understand the key difference between shooting im and shooting 
digital, you need to get your head around the conceptof gammaencoding. 
As I explained in Chapter 1, digital cameras respond to photons quite dif- 
ferentlyfrom either film or our eyes. The sensorsin digital cameras simply 
count photons and assign a tonal value in direct proportion to the number 
of photons detected — they respond linearly to incoming light. 

Human eyeballs, however, do not respond linearly to light. Our eyes 
are much more sensitive to small differences in brightness at low levels 
than at highones. Film has traditionally been designed to respond to light 
approximately the way our eyes do, but digital sensors simply don't work 
that way. 

Gamma encoding is a method of relating the numbers in the image 
to the perceived brightness they represent. The sensitivity of the camera 
sensor is described by a gammaof 1.0—it has a linear response to the in- 
comingphotons. But this means that the captured values don't correspond 
to the way humans see light The relationship between the number of 
photons that hit our retinas and the sensation of lightness we experience 
in response is described by a gamma of somewhere between 2.0 and 3.0 
dependingon viewingconditions. Figure 2-2 shows the approximatedif- 
ference between what the camera sees and what we see. 





How the camera sees light 





How the human eye sees light 
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I promised that I'd keep this chapter equation-free—-if you want more 
information about the equations that define gamma encoding, a Google 
search on "gammaencoding" will likely turn up more than you ever want- 
ed to know—so TIl simply cut to the chase and point out the practical 
implications of the linear nature of digital capture. 

Digital captures devote a large number of bits to describing differ- 
ences in highlight intensity to which o w eyes are relatively insensitive, 
and a relatively small number of bits to describing differencesin shadow 
intensity to which our eyes are very sensitive. As you're about to learn, all 
our image-editingoperations have the unfortunate side effect of reducing 
the number of bitsin the image. This is true for all digital images, whether 
scanned from film, rendered synthetically,or captured with a digitalcam- 
era, but it has specific implications for digital capture. 

With digital captures, darkening is a much safer operation than lighten- 
ing, since darkeningforces more bits into the shadows, where our eyes are 
sensitive, while lightening takes the relatively small number of captured 
bits that describe the shadow informationand spreads them across awider 
tonal range, exaggerating noise and increasing the likelihood of posteriza- 
tion. With digital, you need to turn the old rule upside down—you need 
to expose for the highlights, and develop for the shadows! 


Image Editing and Image Degradation 


Justabout anything you do to change the tone or color of pixels results in 
some kind of data loss. If this sounds scary, rest assured that it's a normal 
and necessary part of digital imaging. The trick is to make the best use of 
the available bits you've captured to produce the desired image appear- 
ance, while preserving as much of the original data as possible. Why keep 
as much of the original data as possible if youre going to wind up throwing 
it away later? Very simply, it's all about keeping your options open. 

The factis, you don't need a huge amount of data to represent an image. 
But if you want the image to be editable, you need a great deal more data 
than you do to simply display or print it. Figure 2-3 shows two copies of 
the same image. They appear very similar visually, but their histograms 
are very different. One contains a great deal more data than the other. 
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Figure 2-3 
Levels and appearance 


This image was 
produced by making 
correctionsin Camera 
Raw producing a 16- 
bit-per-channelimage 
in Photoshop. 


This image was 
produced by converting 
at Camera Raw default 

settings, producing an 
8-bit-per-channel image 
that was further edited 
in Photoshop. 





The two images shown above appear quite similar, but the 
histograms shown to the right of each image reveal a significant 
difference. The lower image containsa great deal less data than 
the upper one. Careful examination may reveal subtle differ- 
ences in hue and detail, but the biggest difference is theamount 
of editing headroom each image offers. 


Despite the vast differencé in the amount of data they contain, it's hard 
to see any significant differences between the two images—you may be 
able to see that the one with more data shows more details on the chest 
feathers of the top birdie, but it's a pretty subtle difference. Figure 2-4 
shows what happens when a fairly gentle curve edit is applied to the 1m- 
ages shown in Figure 2-3. The difference is no longer subtle! 


Levels 


Figure 2-4 


headroom 
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H you see the images from Figure 
2-3 after application of a fairly gentle 
S-curve (to increase contrast slightly) 
to both images. The differences 
between the dam-rich (upper)and 
data-poor (lower) versions are now 
much more obvious. The dam-poor 
version shows much less detail, and 
displays some unwanted hue shifts. 


The difference between the two images is in the way they were edited. 
The one with the larger amount of data made full use of Camera Raw to 
convert the raw fileinto a 16-bitlchannelimage in Photoshop. Additional 
edits were donein 16-bitlchannelmode. The one with the smaller amount 
of data was converted to an 8-bit/channel image at camera defaultsettings, 
and the edits were performed in 8-bitlchannel mode in Photoshop. 


Losing Data and Limiting Options 

The sad truth is that every edit you make limits the options that are avail- 
able to you afterward. You can keep many more options open by making 
full use of Camera Raw controls and by converting to a 16-bitlchannel 
image rather than an 8-bit one. But no matter what you do, edits degrade 
the data in an image file in three different ways. 
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Clipping. The black and white input sliders in Photoshop's Levels com- 
mand and the Exposure and Shadows sliders in Camera Raw are clipping 
controls. They let you force pixels to pure white (level255) or solid black 
(level0). 

Depending on how you use the sliders, you may clip some levels —in 
fact, 1t's often desirableto do so. On the highlightend, you normally want 
to make sure that specular highlights are represented by level 255, so 1f 
the imageis underexposed, you usually want to take pixelsthat are darker 
than level 255 and force them to pure white. But if you go further than 
that, you may clip some levels—-for example, if you have pixels at levels 
252,253, and 254, and you set the white input sliderin Levels to level 252, 
then all the pixels at levels 252,253, and 254 are forced to 255. Once you 
make this edit permanent, the differences between those pixels are gone, 
permanently. 

On the shadowend, you often want to clip some levels because typically 
there's a good deal of noise in the shadows. If everything below level 10 
1s noise, for example, it makes perfect sense to set the black input slider 
in Levels to 10, to force everything at level 10 and below to solid black. 
Again, you lose the distinction between the unedited levels 0 through 10 
permanently, but its not necessarily a bad thing. Figure 2-5 shows how 
clipping works. 

However, if you're used to adjusting clipping in Photoshop's Levels, 
you'll find that the Exposure and Shadowcontrols in Camera Raw behave 
a bit differentlyfrom Levels’ black and white input sliders, partly because 
the latter works on linear-gamma data rather than the gamma-corrected 
data that appears in Photoshop, partly because Camera Raws Exposure 
slider can make negative as well as positive moves. 

If the camera can capture the entire scene luminance range, as is the 
case with the image in Figure 2-5, it's usually best to adjust the Exposure 
and Shadows sliders to near-clipping, leaving a little headroom (unless 
you actually want to clip to white or black for creative reasons). If the 
camera can't handle the entire scene luminance range, you'll have to 
decide whether to hold the highlights or the shadows, and your choice 
may be dictated by the captured data—if highlightsare completely blown, 
or shadows are completely plugged, there isn't much you can do about it 
in the raw conversion. See the sidebar "How Much Highlight Detail Can I 
Recover?" later in this chapter. 


Figure 2-5 
Black, white, and 
saturation clipping 


This raw image is under- 
exposed, but it captures the 
full luminance range of 
the scene, with no clipping 
of highlightsor shadows. 


Ideally, you want to adjust 
the Exposure slider to push 
the data as far toward the 
right end of the histogram 
as possible without 
actually forcing clipping. 


In addition to clipping 
highlights with Exposure 
orshadows with the 
Shadows slider, you can 
force individual channels 
to clip by adding too 
much saturation. In this 
case, increasing the 
saturation has clipped 
the blue channel. 
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highlightclipping 


When you increase the 
Exposure slider value 
too far; you clip highlight 
pixels to solid white. 


When you increase the 
Shadows slider value 
too far; you clip shadow 
pixels to solid black. 
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Tonal range compression. When you compress a tonal range, you also 
lose levels, in a somewhat less obvious way than you do with clipping 
moves. For example, when you lighten the midtones without moving the 
white clipping point, the levels between the midtone and the highlight get 
compressed. As a result, some pixels that were formerly at differentlevels 
end up being at the same level, and once you make the edit permanent, 
you've lost these differences, which may potentiallyrepresent detail. See 
Figure 2-6. 


Tonal range expansion. A different type of image degradation occurs 
when you expand a tonal range. You don't lose any data, but you stretch 
the data that's there. over a broader tonal range, and hence run thedanger 
of losing the illusionof acontinuous gradation. Almost everyone who has 
used Photoshopfor more than a week has encountered the experience of 
pushing edits just a little too far and ending up with banding in the sky or 
posterizationin the shadows. It's simply caused by stretching the data over 
too broad a range, so that the gaps between the available levels become 
visibly obvious. See Figure 2-6. 


Figure 2-6 
Tonal range compression 
and expansion 


10 „imill 


f Entire image 


: 138.71 Level: 
Saar Count: 
: 138 Percentile: 
: 141527 Cache Level; 1 





This range This range 
is expanded is compressed 


When you use the Brightness slider in Camera Raw or the gray slider in 
Levels to brighten the midtones, you compress the highlights and expand 
the shadows. The images and histograms above show Camera Raw's 
Brightness control, and the histogram at right shows the results of using 
the gray input slider in Levels on an 8-bitichannel image. The gaps 

are from expansion, the spikes from compression. 





Figure 2-7 
Gamma conversions 
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If all this makes you think that editing images is a recipe for disaster, 
you've missed the point. You need to edit images to make them look good. 
Sometimes you wantto throw away some data —shadow noise being a 
good example—and the inherent data loss is simply somethingthat comes 
with the territory. It isn't something to fear, just something of which you 
should be aware. The importance of the preceding information is that 
some editing methods allow you more flexibility than others. 


Color Space Conversions 

One other operation that usually entails all three of the aforementioned 
types of image degradationis color space conversions. When you convert 
from a larger gamut to a smaller one, colors present in the source space 
that areoutsidethe gamut of the destination space get clipped (see Figure 
1-5 in the previous chapter for an illustration of gamut clipping). 

A significant number of levels also get lost in conversions between 
spaces with different gammas or tone curves. The bigger the difference 
between the gammas, the more levels get lost Figure 2-7 shows what hap- 
pens when you convert a hear-gamma gradient toa gamma 1.8 working 
space in both 8-bitlchanneland 16-bitlchannel modes. Even in 16-bit per 
channel mode, the shadows get stepped on pretty hard, and in 8-bit per 
channel mode, about 25 percent of the levels have disappeared. 





a linear (gamma 1.0) gradient 


original data 16-bit conversion 8-bitconuersion 
to gamma 1.8 to gamma 1.8 





The Camera Raw Advantage 

The reason all this stuff about data loss and image degradation 1s relevant 
is that one of the main tasks Camera Raw performs is to convert images 
from native, linear-gamma camera RGB to a gamma-corrected working 
space. When you use the controls in Camera Raw, you aren't just editing 
the pixels you captured, you're also tailoring the conversion. As you saw 
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back in Figures 2-3 and 2-4, it’s possible to arrive at the same image ap- 
pearance with a robust file that contains plenty of data and hence offers 
plenty of editing headroom, or a very fragile file containingrelativelylittle 
data that will fall apart under any further editing. 

Since the raw conversion is at the beginning of the image-processing 
pipeline, and the converted images may be subjected to many different 
color space conversions and many differentedits to optimize them for 
differentoutput processes, you'll save yourself a world of grief if you use 
Camera Raws controls to deliver as robusta file as you can muster. If you're 
skilled in Photoshop, and you avoid exposure problems, you may well 
be able to arrive at the desired image appearance by converting all your 
images at camera default settings and doing all the work in Photoshop, 
but the resultingfiles will be much more fragile than if you learn to exploit 
the controls that Camera Raw offers. 


From Raw to Color 


At long last, we come to the nitty-gritty of the conversion from Camera 
Raw to gamma-corrected RGB. In the next chapter, Using Camera Raw 
Controls, we'll look at the various ways it makes sense to use the various 
controls Camera Raw offers. Here, though, we'll look at how they actually 
apply to the raw conversion. 


Demosaicing and Colorimetric Interpretation 
The first stage of the process, demosaicing, introduces the color informa- 
tion, turning the grayscale imageinto an RGB one. This stage is also where 
the initial colorimetricinterpretationoccurs —the grayscale is converted to 
a “native camera space" image, with linear gamma and primaries (usually, 
but not always, R, G, and B—some cameras add a fourth color filter) defined 
by the built-in profiles that define each supported camera's color space. 
(Seethe sidebar" Camera Raw and Color” for more details on how Camera 
Rawhandles the tricky task of definingcamera color.) The demosaicingand 
colorimetric interpretation happen automatically to produce the default 
rendering you see in the Fie Browser and the larger one you see when you 
open the image in Camera Raw. 
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Operationally, the first step is the colorimetric interpretation. The de- 
mosaicing is then performed in linear-2amma camera space. A little noise 
reduction, and any chromatic aberration corrections, are also done in 
the native camera space. (Chromatic aberration corrections could cause 


unwanted color shifts if they were done later in a non-native space.) 


White Balance and Calibrate Adjustments 
White Balance (Color Temperature and Tint), in addition to an y adjustments 
made in Camera Raw's Calibrate tab, actually tweak the conversion from 
native camera space to an intermediate, large-gamut processing space. 
(This intermediate space uses ProPhoto RGB primaries and white point, 
but with linear gamma rather than the native ProPhoto RGB gamma 1.8.) 
These operations work by redefining the colorimetric definition of the 
camera RGB primaries and white rather than by redistributing the pixel 


values. It's simplyimpossibleto replicate these corrections in Photoshop, 


Camera Raw and Color 


One of the more controversial as- 
pects of Camera Raw is its color- 
handling, specifically the fact 
that Camera Raw has no facility 
for applying custom camera pro- 
files. Having tried most camera 
profiling software, and having ex- 
perienced varying degrees of dis- 
appointment, I've concludedthat 
unless you're shooting in the stu- 
dio with controlled lighting and 
a custom white balance for that 
lighting, camera profiling is an 
exercise in frustration if not Futil- 
ity, and I've come to view Camera 
Raw's incompatibility with cus- 
tom camera profiles as a feature 
rather than a limitation. 

The way Camera Raw handles 
color is ingenious and, thus far, 
unique. For each supported cam- 
era, Thomas Knoll, Camera Raw's 


creator, bas created not one but 
two profiles: one built from a tar- 
get shot under a D65 (daylight) 
light source, the other built from 
the same target shot under an Illu- 
minant A (tungsten)light source. 
The correct profilesfor each cam- 
era are applied automatically in 
producing the colorimetricinter- 
pretation of the raw image. Cam- 
era Raw's White Balance (Color 
Temperature and Tint) sliders let 
you interpolate between, or even 
extrapolate beyond, the two built- 
in profiles. 

For cameras that write a read- 
able white balance tag, that white 
balance is used as the "As Shot" 
setting for the image; for those 
that don't, Camera Raw makes 
highly educated guesses. Either 
way, you can override the initial 


settings to produce the white bal- 
ance you desire. 

It's true that the built-in profiles 
are "generic" profilesfor the cam- 
era model. Some cameras exhibit 
more unit-to-unit variation than 
others, and if your camera differs 
substantially from the unit used to 
create the profiles for the camera 
model, the default color in Cam- 
era Raw may be a little off. So the 
Calibrate controls let you tweak 
the conversion from the built- 
in profiles to optimize the color 
for your specific camera. This is 
a much simpler, and arguably 
more effective, process in most 
situations than custom camera 
profile creation (see "Using the 
Calibrate Controls" in Chapter 3, 
Using Camera Raw, fora detailed 
description of the process. 
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so it's vital that you take advantageof Camera Raw to set the white balance 
and, if necessary, to tweak the calibration for a specific camera. (I'll save 
the detailed description of how to use these controls for the next chapter, 
Using CameraRaw Controls.) 

The remaining operations are carried out in the intermediate linear-gam- 
maversionof ProPhoto RGB. In manycases, it's possible to achieve a similar 
appearance by editing in Photoshop, but the Camera Raw controls still offer 
some significant advantages. The Exposure controlis a case in point. 


Exposure 

The Exposure slideris reallya white-clippingcontrol, even though it affects 
the whole tonal range. The big di1erence between the Exposure slider and 
the Brightness slider is that the former lets you change the white clipping 
point, whereas the latter does not. With positive values, the Exposure slider 
behaves very much like the white input slider in Photoshop's Levels com- 
mand, clipping levels to white. But since it's operating on linear-gamma 
data, it tends to be gentleron the midtones and shadows than white clip- 
ping in Photoshop on a gamma-corrected image, and it offers much finer 
control over the white clipping than does the white input sliderin Levels 
on a gamma-corrected image. 

With negative values on the Exposure slider, the story is very differ- 
ent. Unlike most raw converters,Camera Raw offers "highlight recovery." 
Most raw converters treat all pixels where one channel has clipped at the 
highlights as white, since they lackcomplete color information, but Cam- 
era Raw can recover a surprising amount of highlight detail even when it 
exists only in a single channel. It does, however, maintain pure white (that 
is, clipped in all channels) pixels as white, unlike some other converters 
that let you turn clipped pixels gray, and then it lowers the gamma to 
darken the rest of the image, using special algorithms to maintain the color 
of the non-white pixels. See the sidebar "How Much Highlight Detail Can 
I Recover?" for more technical details, and see Figure 2-8 for a real-world 
example of highlight recovery. 

It's simply impossible to match Camera Raw's highlight detail recovery 
effectivelyin Photoshop on a gamma-corrected image. In linear-gamma 
space, fully half of the captured datadescribes the brightestf-stop, so you 
have a large number of bits describing the highlights. Once the image 1s 
converted to a gamma-corrected space, you have far fewer highlight bits 
to play with. 


Figure 2-8 
Highlight recovery 


This image is overexposed, 
as indicated by the white 
spike at the right end of 
the histograrn. 


Reducing the value of 

the Exposure slider to 

-0.75 stops brings the 
highlightsback into mnge. 
The amount of headroom 
varies from camera to 
camera. but this 
particularcamera easily 
allows a three-quarter stop 
recovery on this image. 


Increasing the Brighmess 
slider value to 60 and tha 
Contrast slider value to 
64 counteracts the 
darkening effectof the 
Exposure adjustment. 
Raising the Shadow slider 
to6 puts punch back 

in the shadows. 
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How Much Highlight 
Detail Can I Recover? 


The answer, of course, 1s "1t de- 
pends." If the captured pixel is 
completely blown out—clipped to 
white in all three channels—-there 
is no highhght detail to recover. If 
a single channel, (or, better, two 
channels) still contain some in- 
formation, Camera Raw will do its 
best to recover the detailand attri- 
bute natural-looking color to it. 

The first stage of highlight re- 
covery is to use any headroom 
the camera leaves by default —this 
varies considerably from vendor 
to vendor, with some leaving no 
headroom at all. The next stage 
uses Camera Raw's highlight re- 
covery logic to build color infor- 
mation from the data in one or 
two unclipped channels. Next, 
the amount of highlightcompres- 
sion introduced by the Brightness 
slider is reduced, stretching the 
available highlight data over a 
wider tonal range. The final stage 
is application of a gamma curve 
to map the midtones and shadows 
correctly. 

Several different factors limit 
the amount of highlight data you 
can recover, and these vary from 
camera model to camera model. 





The first is the sensor clipping it- 
self—the point at which all three 
channels clip. You can recover a 
lot of highlight data when only 
one channel contains data, but if 
you stretch the highlights too far, 
the transition between the totally 
blown-out highlights and the re- 
covered ones looks unnatural. 
Also, some cameras run the sensor 
chip slightly past its linear range, 
producing hue shifts near the clip- 
ping point, and these hue shifts 
get magnified by the extended 
highlight recovery process—if you 
try to stretch the highhght data too 
far, you'll get strange colors—so 
in either case the practical limit 
may be lower than the theoreti- 
cal one. 

Most cameras use analog gain 
to provide different ISO speeds, 
but some use digital gain in- 
stead—a high-ISO image from 
these cameras is essentially just an 
underexposedimage with built-in 
positive exposure compensation 
applied —so a lot of highlightdata 
can be recovered by undoing the 
positive exposure compensation. 

The white balance also has an 
effecton highlight recovery, since 








Shadows 


it scales the clipped channels to 
match the unclipped one. When 
you re attempting extreme high- 
light recovery it's often a good 
idea to adjust the Exposure slider 
before setting white balance, be- 
cause the white balance is likely 
to change as you stretch the high- 
lights anyway. 

In practice, most cameras will 
let you recover at least a quarter 
stop of highlight data if you're 
willing to compromise a little on 
the white balance. Many cameras 
will let you recover at least one 
stop, possibly more, but the full 
four-stop range offered by the 
Exposureslideris beyond the use- 
ful range for most cameras. I don't 
advocate deliberate overexposure, 
but if you're shooting in changing 
lighting conditions, the linear- 
gamma nature of digital captures 
makes it preferable to err on the 
side of slightoverexposure rather 
than underexposure, because un- 
derexposingto hold thehighlights 
will make your shadows noisier 
than they need be. In these situ- 
ations, Camera Raw's highlight 
recovery provides a very useful 
safety net. 











The Shadows slider 1s the black clipping control. It behaves very much 
like the black input slider in Photoshop's Levels command, but its effect 
tends to be more drastic, simply because it's operating on linear-gamma 
data, which devotes very few bits to the deepest shadows. As a result, the 


Shadows controlis a bit of a blunt instrument. 
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Of all the Camera Raw controls, Shadowsis the one that most demands 
caution. Rather than using it to set a black clipping point, I recommend 
leaving a little headroom, so that you can fine-tune the black point in 
Photoshop on the gamma-correctedimage, where you can operate with 
a little more finesse. 


Brightness and Contrast 

The Brightness and Contrast controls affect the rendering tone curve 
controllingthe conversion from linear-gammaProPhoto RGB to the final 
gamma-corrected output space. They work completely differently from 
the Photoshop controls that share their names-—Photoshop's Contrast 
and Brightness. They behave similarlyto Photoshop's Levels and Curves, 
respectively (Brightnessis a gamma adjustment, Contrastis an S-curve) 
but with one important difference. The Camera Raw controls use an algo- 
rithm that preserves the original hue, whereas hard curve adjustmentsto 
the composite RGB curve in Photoshop can cause slight hue shifts. 

If you make little or no adjustment with the Exposure slider, it's prob- 
ably a wash as to whether you use Camera Raw's Brightness and Contrast 
sliders or make the adjustments post-conversion using Photoshop's tools. 
But if you make significant Exposure adjustments, it's well worth using 
Camera Raw's Brightness and Contrast sliders to fine-tune them, and 1f 
you make major Exposure adjustments, using Brightnessand Contrast to 
counteract the extreme lightening or darkening the Exposureadjustments 
produce is essential (see Figure 2-8, earlierin this chapter). 


Saturation 

The Saturation slider operates similarly to the master saturationsliderin 
Photoshop's Hue/ Saturation command —the slight differences are mostly 
due to Camera Raws slider operating on the linear-gamma data whiie 
Photoshop's operates on gamma-corrected data. As with the Exposure 
and Shadows controls, the Saturationslider can introduceclipping, so it's 
best used with caution, if at all. 


Size 

Camera Raw allows you to convert images at the camera's native resolution, 
or at larger or smaller sizes —the specific sizes vary from camera model to 
cameramodel, but they generally correspond to 50 percent, 66 percent, 100 
percent, 133 percent, 166 percent, and 200 percent of the native size. 
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For cameras that capture square pixels, there's usually very little 
differencebetween resizing in Camera Raw and upsizing in Photoshop 
using Bicubic Smoother or downsizing in Photoshop using Bicubic 
Sharper. However, if you need a small file, it's usually more convenient to 
convert to a smallersize in Camera Raw than to downsamplein Photoshop 
after the conversion. 

For cameras that capture non-square pixels, the native size is the one 
that most closely preserves the original pixel count, meaning that one 
dimension is upsampled while the other is downsampled. The next size 
up preserves the pixel count along the higher-resolution dimension, 
upsampling the lower-resolution dimension to match and create square 
pixels in the converted image. This sue preserves the maximum amount 
of detail for non-square-pixel cameras, and it will typically produce bet- 
ter results than converting to the smaller size and then upsampling in 
Photoshop. 

The one size up is also useful for Fuji SuperCCD cameras, which use 
a 45-degree rotated Bayer pattern. The one size up keeps all the original 
pixels and fills in the holes caused by the 45-degree rotation. The native 
pixel count size actually uses the rotation and fillingin from the one-size- 
up processing, and then downsamples to the native pixel count. 


Sharpening 

Camera Raw's sharpening is relatively unsophisticated, with only one 
parameter: strength. It's handy for doing quick-and-dirty sharpening 
for preliminary versions of images, but it's not as flexible as Photoshop's 
sharpening features because it's applied to the entire image, and it lacks a 
radius control to let you tailor the sharpening to the image content. 

Camera Raw offers the option to apply sharpening to the previewimage 
only, leaving the converted image unsharpened. This option can be quite 
useful in helping you set the overall image contrast, because a completely 
unsharpened image generally looks flatter than one that has had some 
sharpening applied. 

Some pundits claim that sharpeningshould always be applied in linear- 
gamma space (asis Camera Raws sharpening). Frankly, I've yet to see any 
major benefitin doingso, and the relative lack of control over sharpening 
in Camera Raw always leads me to sharpen post-conversionin Photoshop 
unless speed outweighs quality. 
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Luminance and Color Noise Reduction 
While the Sharpening control is mildly convenient, the Luminance 
Smoothing and Color Noise Reduction controls in Camera Raw are sim- 
ply indispensable. Luminance noise manifestsitself as random variations 
in tone, usually in the shadows, though if you shoot at high ISO speeds 
it can spread all the way up into the midtones. Color noise shows up as 
random variationsin color. 

Before the advent of Camera Raw, I used to rely on rather desperate 
Photoshop techniques that involved converting the image to Lab so that 
I could address color noise and luminance noise separately, usually by 
blurring the a and b channels to get rid of color noise, and blurring or 
despeckling the Lightness channel to get rid of Luminance noise. Com- 
pared to the controls offered by Camera Raw, these techniques were very 
blunt instruments indeed — the round trip from RGB to Lab and back is 
fairly destructive due to rounding errors, and working on the individual 
channels is time-consuming. 

Thanks to some nifty algorithms, Camera Raw lets you address color 
noise and luminance noise separately without putting the data through 
a conversion to Lab——the processing is done in the intermediate large- 
gamut linear RGB. Camera Raw's noise reduction controls are faster, less 
destructive, and more effective than anything you can do in Photoshop. 
So use them! 








Watch the Histogram! 


The histogram display is one of Camera Raw's most useful but often most- 
overlooked features. Throughout this chapter, I've harped on the useful- 
ness of the histogram as a tool for analyzing the image, and especially 
for judging clipping. But the histogram in Camera Raw differs from the 
histograms you see on-camera in an important way. 

Camera Raw's histogram is more trustworthy than the histograms that 
cameras display —they almost invariably show the histogram of the JPEG 
you'd get if you shot JPEG at the current camera settings rather than raw. 
As a result, they're useful as a rough guide to exposure, but not much 
more. Most cameravendors apply a fairly strong default tone curve to the 
default, in-camera raw-to-JPEG conversion, perhaps in an effort to pro- 
duce a default result that more closely resembles transparency film. 
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Instead, Camera Raws histogram shows you, dynamically, the histo- 
gram of the converted image. It lets you see clippingin its various forms— 
clipping highlights to white, clippingshadows to black, or clipping one or 
more channels to totally saturated color. It also lets you see the effect of 
the various controlson the convertedimage data. Watching what happens 
to both the histogram and the preview image as you operate the controls 
will give you a much better understanding of what's happening to the 
image than simply looking at the preview alone. In the next chapter, we'll 
look in detail at the many ways you can use the Camera Raw controls to 
get the best out of your raw captures. But if you're new to digital imaging, 
or even if you're just new to digital capture, it's well worth spending some 
time mulling over the contents of this chapter, because digital capture 
really is significantly differentfrom film, and understanding how numbers 
are used to representimagesis key to grasping and, eventually, exploiting 
that difference. 
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In this chapter, we'll look at the Camera Raw controls in detail. Camera 
Raw starts working as soon as you point the file browser at a folder full 
of raw images, creating thumbnails and previews, but its real power is in 
the degree of control and flexibility it offers in converting raw images to 
RGB. 

Bear in mind as you go through this fairly lengthy chapter that, while 
Camera Raw allows you to make painstaking edits on every image, it 
doesn't force you to do so! Unless you're being paid by the hour, you'll 
want to take advantage of Camera Raw’'s ability to let you save custom 
settings and subsets of settings, and the Fie Browser's ability to let you 
apply those saved settings to multiple images without actually opening 
them in Camera Raw. 

But before you can run, you have to learn to walk, and before you can 
batch-process images with Camera Raw, you need to learn to deal with 
them one at a time. If raw files are digital negatives, Camera Raw is the 
digital darkroom that offers all the tools you need to put your own unique 
interpretationon those digital negatives. 

Like negatives, raw files are simply a starting point. The tools in Camera 
Raw offer much more control over the interpretationof the raw file than any 
wet darkroom At first, the sheer number of options may seem overwhelm- 
ing, but they're presented in a logical order, and you can master them in a 
fraction of the time it takes to learn traditional darkroom skills. 
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Camera Raw Anatomy 


Figure 3-1 
Camera Raw controls 


Camera Raw opens automatically whenever you open a raw image. In 
addition to the static elements—the Tool palette, the histogram, the RGB 
readout, the rotate controls—-itoffers two sets of controls; one static work- 
flow set that is "sticky" (the settings remain unchanged unless and until 
you change them) and another dynamic image-specific set that changes 
dependingon which tab is currently selected (see Figure 3-1). 
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The static elements include the Tool palette, the Zoom menu, the Pre- 
view toggle, the main OK and Cancel buttons, the Basic and Advanced 
radio buttonsthat let you toggle between Basic and Advanced modes, alive 
histogramthat shows the conversionthat the currentsettings will produce, 
and a Settings menu that lets you load and save settings. See Figure 3-2. 

The workflow controls govern the kind of output Camera Raw will pro- 
duce—they let you choose the color space, bit depth, size, and resolution 
of converted images. See Figure 3-3. 

The image controls, which apply to individual images, appear imme- 
diately below the Settings menu. In Basic mode, Camera Raw offers two 
separate panels, Adjust and Detail, each with its own set of controls. In 
Advanced mode, two additional panels, Lens and Calibrate, become avail- 
able, with more controls See Figure 3-4. 


Figure 3-2 
Camera Raw 
static elements 


Figure 3-3 
camera Raw workflow 


contruils 


Figure 3-4 
camera Kaw 
image controls 
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Camera Raw Static Controls 


Camera Raw tool palette ` 





The static controls, which appear all the time in Camera Raw, fall into 
several groups: the Tool palette; the preview controls; the rotate controls; 
the main control buttons; the histogram; the RGB readout; the Settings 
menu; and the Camera Raw menu. Let's look at each of these in turn. 


The Tool Palette 


Camera Raw's Tool palette contains three tools. The zoom (magnifying 
glass)and pan (grabberhand) tools work just like their Photoshop coun- 
terparts. See Figure 3-5. 


Zoom tool 
Hand (pan) tool 


White balance tool 


Tip: Use Keyboard Shortcuts for Fast Navigation. Choosingthezoom 
and pan tools from the Tool palette is strictlyfor those who get paid by the 
hour! If you want to work quickly, there are much faster ways to navigate. 
First, you can always get the zoom tool by holding down the Command key 
(Mac)or Ctrl key (Windows).To zoom out rather than in, add Option/Alt. 
For the pan tool, hold down the spacebar. Or, press Z for the zoom tool 
and H for the hand tool. 

But all the other zoom shortcuts for Photoshop also work in Camera 
Raw. Command -+ zooms in, Command -- (minus)zoomsout. Command- 
0 (zero)fits the entire image in the preview, and Command-Option-0 (zero) 
zooms to Actual Pixels view, where one image pixel equals one screen 
pixel. So use them! 


The white balance tool (press I), however, works differently from the 
white eyedroppers that appear elsewhere in Photoshop. The white bal- 
ance tool lets you set the white balance by clicking on the image. Unlike 
the white eyedropper in Levels or Curves, it doesn't allow you to choose 
a source color, and it doesn't affect the luminance of the image. Instead, 
it lets you set the white balance—the color temperature and tint—for the 
capture by clicking on pixels you've determined should be neutral. 
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Dont confuse the white balance tool with the gray balance tool offered 
by some other raw converters, which are designed to balance a midtone 
gray. Camera Raw's white balance tool works best on light grays close to 
diffuse highlight values. 


Tip: Click-Balance on Diffuse Highlights. The white balance tool 
is best used on a diffuse highlight white that still contains detail, rather 
than onaspecular highlight that's pure white the second-to-lightestgray 
patch on the old 24-patch Macbeth Color Checker works well, as do bright 
(but not blown-out) clouds. 


Click-balancing with the white balance tool provides a very quick way 
toset color temperature and tint simultaneously. You can always fine-tune 
the results using the individual Temperature and Tint controlsin the Adjust 
tab, which welll cover in due course. 


The Preview Controls 
Situated immediately below the image preview, the preview controls let 
you control the zoom level and orientation of the preview, and toggle 


before-and-after views. See Figure 3-6. 


Figure 3-6 | 
Camera Raw | 
yreview controls 





Zoom Level menu. The Zoom Level menu lets you choose a zoom level 
for the image preview —zoom in to check fine details, zoom out to see the 
global effects of your adjustments on the image (but see the earlier tip, 
"Use Keyboard Shortcuts for Fast Navigation"). 


Preview checkbox. The Preview checkbox toggles the image preview to 
reflect the current settings or those that were in effect when you opened 
Camera Raw—1t provides the same before-and-after functionality as the 
Preview checkboxin the Adjustments dialog boxes such as Levels or Curves 
(press P to toggle Preview on and off). 
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Figure 3-7 
Camera Raw 
main control buttons 


Rotate controls. The Rotate 90 Degrees Left and Right controls (press 
Land R, respectively) let you apply a rotation to the preview that will be 
honored in the final conversion. 


The Main Control Buttons 

Both the OK and Cancel buttons perform multiple duties. Clicking OK 
dismisses the Camera Raw dialog box and converts the image using the 
settings specified in Camera Raw. Clicking Cancel closes Camera Raw, 
leaving the image unchanged, and no conversion takes place. 

When you hold down the Shift key, the CK button changes to Skip. The 
subtle difference between Skip and Cancel is that if you select multipleim- 
ages to open with Camera Raw, Cancel cancels the entire process, while Skip 
simply skips the current image and opens the next one in Camera Raw. 

When you hold down the Option key, the QK button changes to Update. 
When you click Update, the currentsettings are written to the image's meta- 
data without performing the conversion and opening the image. The Cancel 
button changes to a Reset button, resetting any changes you've made in 
Camera Raw and leaving the Camera Raw window open. See Figure 3-7. 

The Basic and Advanced radio buttons, unsurprisingly, let you toggle 
between Basic and Advanced modes. The obvious difference between the 
twois that the Advanced mode adds two extra sets of image controls, Lens 
and Calibrate, which I'll discuss later in this chapter. A less obvious dif- 
ferenceis that Advanced mode also adds some commands to the Camera 
Raw menu, which I'll discuss shortly. Since you've bought this book and 
read this far, I'll assume that you're an advanced user and hence you'll do 
what I do and keep the Advanced radio button turned on at all times. 





no modifier plus Shift plus Option 


The Histogram and RGB Readout 


The histogramdisplays the histograms of the red, green, and blue channels 
that will be created by the current conversionsettings, notthe histogram of 
the raw image (whichwould lookstrange since digital cameras capture at 
linear gamma—all the image data would be scrunched over to the left). 


Figure 3-8 
Camera Raw histogram 
and RGB readout 
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The histogram lets you check for black and white, just like the histo- 
grams on the Histogram palette, but 1t also lets you check for clipping 
caused by colors you've capturedthatare outsidethe gamut of your chosen 
working space (see Figure 1-5 in Chapter 1, Digital Camera Raw) .If you 
find that the chosen working space is clipping some colors, you can select 
a larger one—if your color is clipping in ProPhoto RGB, you're probably 
capturingsomething other than visible light! 

The histogram is a useful tool both for evaluating the unedited raw 
capture and for checking your edits to make sure that you don't introduce 
any unwanted clipping. 

The RGB readout shows the RGB values that will result from the conver- 
sion at the current settings—it shows the RGB value for the pixel under the 
cursor. See Figure 3-8. The RGB readout always reads 5-by-5 pixels at the 
current view resolution, so it may give different values at different zoom 
levels. When you fit the entire image into Camera Raw's preview, you're 
sampling an average of a fairly large number of pixels—the exact number 
dependson both the camera's native resolution and the size you've chosen 
from the Size menu in the workflow controls (see"Camera Raw Workflow 
Controls," later in this chapter). You can't really samplea single pixel, but 
in those rare cases where you'd want to, sampling at 400% view will get 


you very close. 


histogram 
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Figure 3-9 
Camera Raw 
Settings menu 





The Settings Menu 

The Settings menu lets you recall and apply any saved Camera Raw set- 
tings (see Figure 3-9). The items that always appear are Selected Image, 
Camera Default, and Previous Conversion,in addition to the filenamesof 
any raw images currentlyopen in the Fie Browser for which you've saved 
custom Camera Raw settings. (I've seen situations where older versions 
of the plug-in listed all raw files open in the Fie Browser, whether they 
had associated saved settings or not, and choosing ones that didn't have 
saved settings just produced an error message.) Choosing an image from 
the Settings menu loads that image's settings into Camera Raw. 


These sem'ngs always appear 


ia $ 
Custom settings saved as presets 


43456755 


Currentimage saved sem'ngs 
02FU2723 tti 

02FU3086 

02FU4103 Savedse ngs for images currently 


open in the File Browser 


You can also save your own custom settings as presets, which then 
become available from this menu. It's easy to overlook the mechanism 
for doing so, though, because it lives on the final item on the list of gen- 
eral controls, which besides being one of the most important, is also (for 
reasons unknown) unlabeled. 


Figure 3-10 
Camera Raw menu 
(Basicand Advanced) 


Figure 3-11 
SavelSettings Subset 
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The Camera Raw Menu 

Hidden under the small unlabeled right-facing triangle is the Camera Raw 
menu, which allows you to load, save, and delete settingsor subsets of set- 
tings, set default settings for an individual camera, restore Camera Raws 
default settings for a camera, and set Preferences. (In Basic mode, the Save 
Settings Subset and Preferences commands don't appear on the menu, 
but on Mac OS only, you canstill access Camera Raw Preferences from the 
Photoshop menu when Camera Raw 1s in the foreground.) See Figure 3-10. 





Load Settings... Load Settings... 
Save Settings... Save Settings... 
Delete Current Settings Save Settings Subset... 
‘Set Camera Default SE SO SON: 
Reset Camera Default Set Camera Default 
; Reset Camera Default 
Camera Raw E 
menu (Basic) 





Camera Raw 
menu (Advanced) 

The Load Settings and Save Settings commandslet you loadandsaveany 
settings you make with the any of the image-specific (Adjust, detail, Lens, 
and Calibrate) controls. If you save settings in the Adobe Photoshop CSI 
Presets/Camera Raw folder, they appear on the Settings menu. If you save 
them elsewhere, you canload them using the Load Settingscommand. 

In Advancedmode,the SaveSettingsSubset command becomes avail- 
able (seeFigure 3-11).This lets you savesubsets of the 1imagesettings—for 
example, you can create settings that only adjustthe exposure value up or 
down in 114-stop increments such as +0.25, +0.50, -0.25, -0.5, and so on. 


Choose a group of settings 
from the menu, or... 


.. UŒ the checkboxes to 
save a. custom Set. 
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Figure 3-12 
Camera Raw Preferences 


Camera Rawcontainsfactory defaultsettings for each supportedcam- 
era model, which are used as the defaults for images originated by that 
model of camera. But you can create your own defaults—the image meta- 
data tells Camera Raw which default to use for each camera model. The 
Reset Camera Default command resets the default setting for the camera 
that shot the current image to Camera Raws factory default. 

The Camera Raw Preferencescommand (whichis also accessible from 
the Photoshop menu when Camera Raw is in the foreground) contains 


two items (see Figure 3-12). 





The "Save image settingsin" option lets you save settingsin the Camera 
Raw database or in individual sidecar .xmp files. Camera Raw treats the 
raw images as read-only (whichis a Good Thing since your raw images 
never get overwritten), so any metadata that you add or edit for the image 
is saved either in a sidecar .xmp file—a small file designed to travel with the 
image—or in the Camera Raw database. 

The Camera Raw database indexes the images by file content rather 
thanname, soifyou rename the raw file, the Camera Raw database will sti11 
find the correct settings. If you save the settings in sidecarfiles, make sure 
that you set the Fie Browser Preferences to "Keep Sidecar Files with Master 
Files,” and make sure that you include the extension in any Batch Renam- 
ing operations—that way the sidecar files will get renamed to match the 
images, and will travel with the images if you move them using the File 
Browser. (See "Using Sidecar .xmp Files” in Chapter 4, The File Browser.) 

The "Apply sharpening to" option lets you choose whether to apply 
sharpening to the previews and to the converted image, or to the previews 
only. I prefer to apply selective sharpening to the converted images, so I 
set this option to "Previewimages only" —that way I canenjoy reasonably 
sharp previews, but apply more nuanced sharpening to the converted 
images. Note that this preference only affects the Sharpness setting, not 
either of the noise reduction settings, whichare found on the same Detail 
tab as the Sharpness control (see"The Detail Tab," later in this chapter). 
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Camera Raw Workflow Controls 


Figure 3-13 
Camera Raw 
output controls 


At the bottom of the dialog box, fourcontrolslet you set output parameters 
for the converted image. See Figure 3-13. 


aie Size: (S144 by 4088) PE 
Depth: (16 Bits/Channe! JE) resolution: [240 |(pixels/inch JE 


The settingsmade using these controlsapply to the current image, orto 
all the images being converted in a batch process. Unlike the settings made 
with the image-specific controls, these settings aren't saved with images. 
This is an advantage, because you can set the workflowcontrols to produce 
largefiles in a large-gamut color space for print or final delivery,or change 
them to produce small files in SRGB for review on the Web or email. 


Space lets you choose the destination color space for the conversion 
from one of four preset working spaces: Adobe RGB (1998), Colormatch 
RGB, ProPhoto RGB, or sRGB IEC61966-1 (thelattermost being the "stan- 
dard" flavor of the sRGB standard). See the sidebar "Camera Raw and 
Color" in Chapter 2, How Camera Raw Works, for details on how Camera 
Raw handles the color management aspect of the conversion. 


Depth lets you choose whether to convert to an 8-bitlchannel image or 
a 16-bitlchannelone. A 16-bitlchannel file requires twice as much storage 
space on disk as an 8-bitlchannel one, but it provides 128 times as many 
tonalsteps between black and white, so it offers much more editing head- 
room. See the sidebar "The High-Bit Advantage," later in this chapter, for 
more on the pros and cons of 8-bitlchannel and 16-bitlchannel modes. 


Size lets you resample the image on the fly, or convert it at the native 
camera resolution. The actual sizes offered depend on the camera from 
which the image came, but they correspond to the native resolution; 
downsampling to 66 percent or to 50 percent; and upsampling to 133 
percent, 166 percent, and 200 percent. For a discussion on the pros and 
cons of resampling in Camera Raw versus resampling in Photoshop, see 
the sidebar "When to Resample," later in this chapter. 
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Resolution letsyouspecify aresolution for the convertedimage, in pix- 
els per inch or pixels by centimeter, givingyou the option to save yourself 
a trip to the Image Size dialog box once the image is converted. Unlike 
the Sue control, it has no effect on the number of pixels in the converted 
image—-1t just specifies a default resolution for the image. You can always 
override 1t later using Photoshop's Image Size command. 


Camera Raw Image Controls 


The image controls--theones you're likely to change with each image—- 
occupy the rest of the Camera Raw dialog box. In Basic mode, they're split 
into two tabs, Adjust and Detail. Advanced mode adds two more tabs, Lens 
and Calibrate, that provide additional controls for the more advanced 
user. You can toggle quickly between the tabs by pressing Command-1 
through Command-4. 

These controls are really the meat and potatoes of Camera Raw, offer- 
ing very precise control over your raw conversions. Some of the controls 
offer functionality that simplycan't be replicated in Photoshop,whilewith 
others, the difference between making the adjustments in Camera Raw or 
in Photoshopis a little less clear-cut, depending to some extent on what 
you do with the controls that Pbotoshop cant replicate. 


The Adjust Tab 


The controls in the Adjust tab let you tweak the white balance, exposure, 
tonal behavior, and saturation. Three controlsin this tab are key:the Temper- 
ature, T1t,and Exposure controls let you do things to the image that simply 
cannot be replicated using Photoshop's tools on the converted image. 

The Contrast, Brightness, and Shadows controls provide similar func- 
tionalityto Photoshop's Levels and Curves, with the important difference 
that they operate on the high-bit linear-gamma data in the raw capture, 
rather than on gamma-correcteddata post-conversion. Ifyou make major 
correctionswith the Exposure slider, you definitely want to use the Bright- 
ness, Contrast, and Shadows controls to shape the raw data the way you 
want it before converting the raw image. If you don't make big Exposure 
corrections, it's more a matter of convenience whether you do the major 
tone-shaping in Camera Raw or in Photoshop. 


Figure 3-14 
The Adjust tab 
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The Saturation control in Camera Raw offers slightly finer global ad- 
justments than Photoshop's Hue/Saturation command, but unlike the 
Photoshopcommand, it doesn't allow you to address differentcolor ranges 
selectively.See Figure 3-14. 
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White balance controls 
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Tonal controls 


Saturation control 


J i 





White Balance. The two controls that set the white balance, Tempera- 
ture and Tint, are the main tools for adjusting color in the image. f your 
camera's response to light is reasonablyclose to the one used to build the 
profile support for the camera model, then when you set the white bal- 
ance correctly the rest of the color should more or less fall into place in 
terms of hue. Note that "correct white balance" includes, but isn't limited 
to, "accurate white balance." Later in this chapter IU show some creative 
uses of the white balance controls. 

If you find yourself consistently making the exact same selective color 
correctionsin Photoshop on your processed raws, you may want to visit 
the Calibrate tab to tweak the color for your specific camera--see "The 
Calibrate Tab," later in this chapter. 


> ‘Temperature. The Temperature control lets you specify the color tem- 
peratureof the lighting in Kelvins, thereby setting the blue-yellowcolor 
balance. Lowering the color temperaturemakes the image more blue to 
compensate for the yellower light; raising the color temperature makes 
the image more yellow, to compensate for the bluer light. (This may 
seem counterintuitive—we're used to thinking of highercolor tempera- 
tures as bluer and lower ones as yellower: the trick is to remember that 
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the temperature control compensatesfor the color temperature of the 
light, so if you tell Camera Raw that the light is bluer, it makes the image 
yellower.) 


When the Temperature field is selected, the up and down arrow keys 
adjust the color temperature in increments of 50 Kelvins. Adding Shift 
adjusts the temperature in increments of 500 Kelvins. 


> Tint. The Tint control lets you fine-tune the color balance along the 
red-green axis. Negative values add green, positive ones add red. The 
up and down arrow keys change the tint in increments of 1. Adding 
Shift changes the tint in increments of 10. 


Figure 3-15 shows an image as shot, and the same image with some 
fairly gentle white balance adjustments that nevertheless greatly alter 
the character of the image. Notice that the adjustments involvethe use 
of both the Temperature and Tint sliders. Laterin this chapter, PI look 
at more extreme uses of white balance adjustments. 


Tip: Use the White Balance Tool for Rough White Balance, Then 
Fine-Tune with the Sliders. To get the approximate settings for Tempera- 
ture and Tint, click the white balance tool on an area of detail white. This 
automaticallysets the Temperatureand Tint controls to produce as close 
to a neutral as possible. Then make small moves with the Temperature 
(and, if necessary, the Tint) control to fine-tune the results. 


Note that you can alter the color balance dramatically with these con- 
trols with virtually no image degradation, which you simply can't do on 
the convertedimage using Photoshop's tools. Camera Raw's controls alter 
the colorimetricinterpretation of the image in the conversion to gamma- 
corrected RGB, while Photoshop's Color Balance and Photo Filter features 
actually stretch or squeeze the levels in individual channels. Compared 
to making color balance changes in Photoshop, doing so in Camera Raw 
is almost lossless. 


Tone controls. Learninghow the four tone controls, Exposure,Shadows, 
Contrast, and Brightness, interact will save you time. They aren't particu- 
larly intuitive at first glance, but the four controls work together to produce 
a five-point curve adjustment. 
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Exposureand Shadows set the white and blackendpoints,respectively. 
Brightness adjusts the midpoint. Contrast then appliesan S-curvearound 
the midpoint set by Brightness, darkening the values below the midpoint 
and brighteningthose above, withoutaffecting the endpoints. Figure 3-16 
shows the tonal adjustments translated, approximately, into Photoshop 
curves. 


Figure 3-16 
Tonal adjustments 
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Contrast+ 25 Contrast -25 Contrast+ 25 Contrast-25 


F you use significant negative Exposure adjustments, the logic of the 
tonal controls changes somewhat, because extended highlight recovery 
tries to undosomeof the highlight comoression applied by the Brightness 
slider, but the same general principlesstill apply. 


> Exposure. The Exposureslidercontrolsthe mapping of the tonal values 
in the image to those in your designated working space, but it's first 
and foremost a white-clipping adjustment. Remember—half of the 
captured data is in the brightest stop, so Exposure is a highly critical 
adjustment! 
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Large increasesin exposure value (morethan about 0.75 of a stop) may 
increase shadow noise and possibly even make some posterization 
visible in the shadows, simply because large positive exposure values 
stretch the relatively few bits devoted to describingthe shadows further 
up the tone scale. If you deliberately underexpose to hold highlight 
detail, your shadows won? be as good as they could be. 


The Exposure control also allowsyou to recover highlightinformation 
from overexposed images. For the technical details behind highlight 
recovery, see the sidebar "How Much Highlight Detail Can I Recover?” 
in Chapter 2, How Camera Raw Works; for a practical hands-on look at 
highlightrecovery, see the second image in the continuation of Figure 
3-35 on page 86, later in this chapter. 


When the Exposurefield is selected, the up and down arrows change 
the exposurein increments of 0.05 of a stop. Adding Shift changes the 
exposure in increments of 0.5 of a stop. 


> Shadows. The Shadowsslideris the black clippingcontrol. It works very 
li e the black input slider in Photoshop's Levels, letting you darken the 
shadows to set the black level. But the Shadows control operates on the 
linear-gammadata, so small moves tend to make big changes compared 
to using the black input slider in Levels, at least in the current version 
(2.2) of Camera Raw. Hence caution is required —I usually leave a little 
headroomso that I can fine-tune the blackclippingin Photoshop on the 
converted image. One planned enhancement to Camera Raw is to make 
the Shadowsslider a little gentler, but it wil remain first and foremost a 
black-clippingtool. 


When the Shadowsfield is selected, the up and down arrow keys change 
the shadows in increments of 1. Adding Shift changes the shadows in 
increments of 10. 


Tip: Use the Clipping Display in Exposure and Shadows. Foryears, 
I've relied on the threshold clipping display in Levels to show me exact- 
ly what's being clipped in each channel as I adjust the black and white 
input sliders. Camera Raw offers the same feature for the Exposure and 
Shadows sliders (I wish it offered it for Saturation, too). Hold down the 
Option key as you move the Exposure or Shadows slider and you'll see 
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Figure 3-17 
Camera Raw 
clipping display 


the clipping display. White pixels indicate highlightclipping, black pixels 
indicate shadow clipping, and colored pixels indicate clipping in one or 
two channels. See a a ÓN 3-17. 


Ry 


Exposure clipping display Shadows clipping display 





> Brightness. Unlike its image-destroying counterpart in Photoshop, 
Camera Raws Brightnesscontrol is a non-linear adjustment that works 
very much like the gray input slider in Levels. It lets you redistribute 
the midtone values without clipping the highlights or shadows. 


The up and down arrow keys change the brightness in increments of 
1. Adding Shift changes the brightnessin increments of 10. 


Contrast. The Contrast slider applies an S-curve to the data, while 
leaving the extreme shadowsand highlightsalone. Increasingthe Con- 
trast value from the default setting of +25 lightens values above the 
midtones and darkens values below the midtones, while reducing the 
Contrast value from the default does the reverse. 


The up and down arrow keys change the contrast in increments of 1. 
Adding Shift changes the contrastin increments of 10. 


Saturation. The Saturationslider acts Like a gentler version of the Satura- 
tion slider in Photoshop's HuelSaturation command. It offers somewhat 
liner adjustments than HuelSaturation;but a Hue/Saturation Adjustment 
Layer allows you to fine-tuneby varying the layer opacity, so as with Shad- 
ows, Brightness,and Contrast, it's pretty much a wash whether you make 
the adjustmentsin Camera Rawor in Photoshop. The up and down arrow 
keys change the saturation in increments of 1. Adding Shift changes the 
saturation in increments of 10. 
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Figure 3-18 shows a normally exposed image as shot, and a typical set 
of adjustments that we might make in Camera Raw's Adjust tab. Dll look at 
the fairly complex interaction of the Exposure, Shadows, Brightness, and 
Contrast controls on more difficult exposures a littlelater in this chapter. 


Figure 318 Ganon EOS-1DS: 20040115 miamiD65.0016 0 150 200, 1/160, 1/11, 170 mad 
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Basic Camera 
Raw adjustments 
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The image as shot, above. It fits comfortably into the camera's 
dynamic range, so it'seasy M increase contrast by adjusting the 
endpoints with Exposure and Shadows.A Saturation boost 
completes the adjustments, shown below. 


siiras BAP, EOS- MOS: 20090115 mingniOS5.0036 18 BSO 200, 1/169, f/11, 170 m8 iii 
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Figure 3-19 
The Detail tab 


The Detail Tab 


The sliders in the Detail tab let you apply global sharpening and reduce 
noise in both luminance and color (seeFigure3-19).To use these controls 
effectively, you need to zoom the preview to at least 100%—often 200% or 
higher is more effective. The up and down arrow keys move the sliders in 
increments of 1. Adding Shift moves the sliders in increments of 10. 

Most cameras need some amount of color noise reduction regardless 
of ISO speed. Each camera vendor makes its own compromise between 
image softnessand color artifacting—if an image detail fallson only a red, 
only a green, or only a blue pixel, the demosaicingalgorithm has to make 
some guesses to figure out what color the resulting image pixel should 
really be, and sometimes single-pixel color artifacts result. Color noise 
reduction can also eliminate rainbow artifacts in highlights and green- 
magenta splotches in neutral grays. 

The need for luminance noise reduction tends to be more dependent 
on ISO speed and the image content. 





Sharpness. The Sharpnesssliderlets you apply a variant of Unsharp Mask 
to the preview image or to both the preview and the converted image, 
depending on how you set Camera Raw Preferences (see "The Camera 
Raw Menu," earlierin this chapter). Unlike Unsharp Mask, Camera Raw's 
Sharpness only offers a single control —the Threshold valueis calculated 
automaticallybased on the camera model, ISO, and exposurecompensa- 
tion values reported in the image's metadata. 
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I find the Sharpness control a bit of a blunt instrument, and for images 
that will receive more than cursory attention, I either set the sliderto zero 
or, more likely, set the Preference so that Sharpness only applies to the 
preview. If, on the other hand, I'm simply trying to get a bunch of images 
processed for approval, trying to make them good rather than great, I'll 
apply a quicksharpen here, knowing that Icanreprocess the "hero" shots 
from the raw file with no sharpening once I know which ones they are. 


Luminance Smoothing. The Luminance Smoothingslider letsyou con- 
trol grayscale noise that makes the image appear grainy —it's typically a 
problem when shooting at high ISO speeds. The default setting is zero, 
which provides no smoothing; but many cameras benefit from a modest 
amount— say 5 or so--of luminance smoothing even at slow speeds, so 
you may want to experiment to find a good default for your camera. At 
very high settings, the Luminance smoothing slider produces images that 
look like they've been hit with the Median filter, so always check the entire 
image at 100 %view or above before committing to a setting. 


Color Noise Reduction. Color noise manifests itself as randomspeckles 
of colorrather than gray, and again it's a bigger problem on some cameras 
than on others. [usually leave this control at its defaultsetting of 25 unless 
[see a need to increase (or, much more rarely, reduce) it. 


The Lens Tab 


The controls in the Lens tab let you addresstwo problems that occasionally 
show up in digital captures, one much more common than the other (see 
Figure 3-20).The up and down arrow keys move the sliders in increments 
of 1. Adding Shift moves the sliders in increments of 10. 


Chromatic aberration. Chromaticaberrationis a phenomenon where the 
lens fails tofocus the red, green, and blue wavelengths of the light to exactly 
the same spot, causingredand cyan color fringes along high-contrast edges. 
In severe cases, you may also see some blue and yellow fringing. It typically 
happens withwide-angle shots, especiallywith the wide end of zoom lenses. 
Vignetting, which is much less common, happens when the lens fails to 
illuminate the entire area of the sensor evenly, and shows up as darkening 
in the comers of the image. 
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Figure 3-20 
The Lens tab 





Some pundits claim that chromatic aberration in digital captures is 
caused by the microlenses some camera vendors place in front of each 
elementin the array, but I'm skeptical—I've seen it happen on cameras 
without microlenses, using wide-angle lenses that don't display chromatic 
aberration when shooting film. I believe it's simply because digital capture 
is more demandingon lenses —film scattersthe incoming light due to grain 
and to the presence of the multiple layersin the emulsion, so1t's somewhat 
more forgiving than digital sensors. Whatever the reason, its entirely likely 
that you'll encounter chromaticaberration in some wide-angle shots. 


> Chromatic Aberration R/C. This slider lets you reduce or eliminate 
redicyanfringes by adjusting the size of the red channel relative to the 
green channel. While the red/ cyan fringes are usually the mostvisually 
obvious, chromatic aberration usually has a blue/yellow component 
too. 


> Chromatic Aberration BN. This slider lets you reduce or eliminate 
bluelyellow fringes by adjusting the size of the blue channel relative 
to the green channel. 


Figure 3-21 shows before-and-after versions of a chromatic aberration 
correction. As with the controls in the Detail tab, I always zoom the preview 
to 100% or more when making corrections with the chromaticaberration 
sliders. 
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Figure3-21 fu 
Chromatic aberration g 
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Uncorrected image 

viewed at 300% zoom 
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Image after chromatic 

aberration correction 








Vignetting. Vignetting, where the lens fails to illuminate the entire sen- 
sor area, darkening the comers, 1s a less-common problem with digital 
capture because the sensorarea is usually smaller than the film for which 
the lens was designed. But if you do encounter it, the vignetting sliders 
can help compensate. 


> Vignetting Amount. This slider controls the amount of lightening or 
darkening (negativeamounts darken, positiveamounts lighten)applied 
to the comers of the image. 
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Figure 3-22 
The Calibrate tab 


> Vignetting Midpoint. Thisslidercontrolsthe area to which the Vignett- 
ing Amount adjustment gets applied. Smaller values reduce the area, 
larger ones increase it. 


The Calibrate Tab  ” 


This set of controls lets you fine-tune the behavior of the built-in camera 
profiles to tweak for any variations between your camera and the one that 
was used to build camera Raw’s built-in profiles for the cameramodel (see 
Figure 3-22]. The up and down arrow keys move the slidersin increments 
of 1. Adding Shift moves the sliders in increments of 10. 





Ifind that an effective way to use itis to shoota 24-patch Macbeth Color 
Checker and then compare it with a Lab version of the target, converted 
to your chosen RGB working space. You can download a Lab image of the 
Color Checker, made from averaged measurements of several physical 
targets, at www.colorremedies,com/realworldcolor/downloads, html, 

If youre shooting under controlled lighting, do a custom white balance 
in the camera before capturingthe target. In all cases, make sure that the 
target 1s evenly lit, and avoid havinganything significantly brighter than 
the target's white patch in the scene—using shiny metal clips to hold the 
target in place is a Bad Idea! 

Start by adjustingthecontrols in the Adjust panel to get approximately 

e values for the black 


Figure 3-23 
Setup for using the 
Calibrate controls 


Arrange your windows so 
that you can see both the 
color-correct version of 
the Color Checkerand the 
calibration image at the 
same time. 
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Lab file, and use the tonal controls to get an approximate visual match to 
the gray patches in the Lab image. It's better to concentrate on getting a 
good visual match rather than trying obsessively to match the numbers 
exactly, but if you want to build a calibrationsetting for a specific lighting 
setup, it's worthwhile to look at the numbers as well as the visual match. 

If you want to go by the numbers, convert the Lab image of the Color 
Checker to the RGB space you've chosen in the workflow settings’ Space 
menu, and type the RGB values for each patch on text layers. That way, 
you can compare the RGB numbersin the Color Checker image with those 
supplied by Camera Raws RGB readout—see Figure 3-23. 


©) © © BD Macheth_ColorCheckerProPhoto.psd @ 50% (241,241,241... | 
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Photography by Peter Fox 


Dont try to achieve an exact numeric match for every patch —that's a 
fast route to the funny farm! Instead, try to nail the relative overall hue 
and saturation relationships, using the numbers as a guide. Two handy 
shortcuts let you keep the cursor on the image to read the RGB values 
whiie you adjust the controls. The Tab key selects the next field. The up 
and down arrows increase and decrease the values in the selected field by 
1, while adding Shift changes the incrementto 10. 
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Tonal adjustments. Before touching the Calibratecontrols, use the tonal 
controls in the Adjust tab to create a reasonable contrast match to the 
Color Checker image. I suggest the following step-by-step procedure, 
always comparing the patches in the raw image to those in the Color 
Checker image. 


» Use the Exposurecontrol to match the white patch. 


Click the White Balance tool on the second-lightest gray patch (Row 
4, Column 2 of the target). 


» Use the Brightnesscontrol to match the mid-gay patches (R4C3 and 
R4C4). 


» Use the Contrast control to fine-tune the darkest patches (R4C5 and 
R4C6) and the second-to-lightest patch (R4C2). In some cases, you 
may need to use the Shadows slider to get the darkest patches where 
you want them. 


Often, you'll find that you need to bring the Brightness and Contrast 
values down to the point where the image looks extremely flat. Don't 
worry —this is normal, and the goal is simply to get the overall contrast 
to a point where you can achieve reasonable color matches. Once you've 
tweaked the color response in the Calibrate tab, you'll find that you have 
a great deal of freedom to tweak the tonality without affecting hue and 
saturation. But if you don't match the overall contrast of the target, your 
color tweaks will be wildly off, and they'll produce unpredictable color 
shifts as you tweak the tonal values. 

The final adjustmentyou'l want to make before turning your attention to 
the Calibratetab is to the Saturationslider. Examinethe red, green, and blue 
patches in the Color Checker (R3C1, R3C2, R3C3, respectively), and note 
the Red value for the red patch, the Greenvaluefor the green patch, and the 
Blue value for the blue patch; then adjust the Saturation control to get the 
values in the capture to matchthevaluesyoujust noted in the Color Checker 
image as closely as possible there wullllikely be an element of compromise 
here, so just get as close as you can. This is the one step where it’s easier to 
go by the numbers than to proceed visually. See Figure 3-24. 


Figure 3-24 

Adjust tab preparation 
for the Calibrate 
adjustments 


Loom in so that you can 
easily sample the color 
values from the Color 
Checker patches, and then 
use the Adjust controls 

to match the overall 
contrastof the target to 


(he reference image. 
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Calibrate adjustments. The Calibrate tab offers a Shadow Tint control 
and separate Hue and Saturation controls for Red, Green, and Blue. 


> 


Shadow Tint. This slidercontrols the green-red balance in the shadows. 
Negative values add green, positive values add red. Check the darkest 
patchon the target Ifits significantlynon-neutral, use the Shadow Tint 
control to get the R, G, and B values to match as closely as possible 
normally, there shouldn't be more than one level of difference between 
them. 


Red, Green, and Blue Hue. These sliders work like the Hue sliders in 
Photoshop's Hue/Saturation command. Negative values move the hue 
angle counterclockwise, positive values move it clockwise. 


Red, Green, and Blue Saturation These sliders work like gentler ver- 
sions of the Saturation sliderin Photoshop's Hue/Saturation command. 
Negative values reduce the saturation, positive values increase it 


The key point to wrap your head around in using the Hue and Satura- 


tion adjustments is this: The Red Hue and Red Saturation sliders don't 
adjust the red value, they adjust the blue and green; the Green Hue and 


Saturation sliders adjust red and blue; and the Blue Hue and Saturation 


sliders adjust red and green. That's why you need to adjust the global 


Saturation control in the Adjust tab first! 
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Concentrate on the red (R3C1), green (R3C2), and blue (R3C3) patches 
in the target. Positive adjustments to the Red Hue sliderincrease green and 
decrease blue, negative ones decrease green and increase blue. Positive 
adjustments to the Red Saturation slider decrease green and blue equally, 
negative ones increase green and blue equally. Adjust the Red Hue and 
Saturation while checking the red patch, the Green Hue and Saturation 
while adjusting the green patch, and the Blue Hue and Saturation while 
adjusting the blue patch. See Figure 3-25. 
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Youll quickly notice that everythingyou do here affects everything else! 
You may have to go through two or three rounds of tweaking the sliders, 
and possibly revisit the tweaks you made in the Adjust tab. But if you per- 
severe, you'll find that five to ten minutes work can get you a very close 
visual match. 

An exact numeric match is unlikely, but you can get close. The impor- 
tant things to nailare the relative hue and saturation of the red, green, and 
blue patches—-when you get these right, the rest of the color pretty much 
falis into place. You may want to create separate calibrations for tungsten 
and for strobe or daylight—many cameras respond significantly differently 
to tungsten and to daylight (or daylight-like) sources. 

Once you've dialed in your camera's response, you can save the Cali- 
brate settings (along with any other settings you'd like to make defaults) 
as anew Camera Default for that camera, using the Save Camera Default 
command on the Camera Raw menu. 

It may be tempting to use the Calibrate controls as color-correction 
tools, and within limits you can do so; but if you see a need to do so, it's 
usuallya sign that the calibrationfor your cameraleaves something to be 
desired. That said, the Calibrate controls offer some interesting creative 
possibilities that lIl demonstrate later in this chapter. 

Figure 3-26 shows images from severalcameras before and after apply- 
ingcustom calibrationsettings. They demonstrate the effectivenessof the 
feature in dialing in the performance of very different cameras. Here are 
a few pointers in getting the most from the Calibrate tab. 


> Inthe initial contrast edits, it's unlikely that you'll be able to main- 
tain the tonal separation of the white patch from the second and 
third gray patches. Use the white patch to set the initial Exposure 
adjustment, then concentrate on the other gray patches to make the 
Brightness, Contrast, and Shadows edits. 


When you go to make the Saturation edit in the Adjust tab, you'll 
typically find that the red value of the red patch is higher and the blue 
value of the blue patch 1s lower than the aim points. Set the master 
Saturation to match the green value on the green patch. 


In the Calibrate tab, Isuggestediting the Shadow Tint using the black 
patch, then the Green Hue and Saturation, followed by Blue Hue and 
Saturation, leaving Red Hue and Saturation for last. 
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Figure 3-26 
Before and after The top row shows images at camera default settings, the bottom 
calibration row shows the same images after applying Calibrate adjustments. 
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Photography by Peter Fox 
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Hands-on Camera Raw 


Knowing what each control does in Camera Raw is only half the battle. The 
other half is in knowing how the various controls interact,and when (and in 
what order) to use them. So with these goals in mind, let's look at a simple 
scenario, processing individualimages, one at a time, in Camera Raw. 

Its useful to split the work into three phases, even though the third 
phase is where most of the work gets done, because if you mess up the first 
phase, you won't get the results you wanted, and if you skip the second 
phase you may miss critical issues in the image when you execute phase 
three. The three phases are: 


> Setting up Camera Raw—Preferences and workflow settings 
» Evaluating the image 
> Editing the image 


Let's look at these in turn. 


Camera Raw Setup 

The first order of businessis to set up Camera Raw to make it work the way 
you want it to. To do that, you must open a raw image, because until you 
actually launch Camera Raw you can't do anything with it. Sue the Cam- 
era Raw window by dragging the handle at the lower-right comer so that 
youcan see a decent-sized image preview, with the controls conveniently 
placed. If most of your images are verticals, you may prefer a narrower 
Camera Raw window than if you mostly shoot horizontals. I like to size 
the Camera Raw window to fill the entire screen. 


Preferences. Next, make sure that Camera Raw's Preferences are set to 
behave the way you want them to. There's no right or wrong answer to 
how the Preferences should be set other than that they should produce 
the behavior you want. You can open Camera Raw's Preferences either 
by choosing Preferences from the Camera Raw menu (CameraRaw must 
be set to Advanced mode) or on the Mac only, by choosing Camera Raw 
Preferencesfrom the Photoshop menu (the command only appears when 
Camera Raw is open; see Figure 3-27). 
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Camera Raw’'s Preferences are pretty straightforward. You only have 
two settings to worry about—where to save settings and how to apply 
sharpening. 


> Saveimage settings in: controls where your image settings get saved, 
with two choices; “Camera Raw database” or “Sidecar “.xmp files.” Each 
has its advantagesand disadvantages. 


When you save settings in the Camera Raw database, they're indexed 
by file content rather than name, so even ff you rename the raw file, 
Camera Raw will associate the correct settings with the image. But 
if you move the image to a different computer, the settings wont be 
available because they're stored in the Camera Raw database on the 
first computer. 


When you save settings as sidecar .xmp files, they're saved as separate 
files, in the same folder as the image, and with the same name as the 
image except that they take a .xmp extension instead of the extension 
that identifies raw files (CRW, .NEE and so on). The Fie Browser has 
a preference setting that automatically keeps the sidecar files with the 
images as long as you use the File Browser to move or copy them. You 
can run Batch Rename, and the sidecar files will get renamed along with 
the images; but if you move or copy the images outside the File Browser, 
tS up to you to make sure that the sidecar files go with them. 
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Ifyou only use a singlecomputerand neversend your rawfiles to any- 
one else, it may make sense to store all the Camera Raw settings in the 
Camera Raw database, but I find that sidecar files offer more flexibility 
at the cost of slightly more complex file management. If you want to 
archive your settings along with the images when you burn them to 
CD or DVD, sidecar files are the only way to go. 


Tip: If You Used the Wmng Setting... Ifyouinadvertently saved your 
settings in the Camera Raw database when you wanted sidecars, or vice 
versa, the only way to get what you wanted is to change the preference 
setting in Camera Raw and then open each image in Camera Raw and 
click Update (holddown Option) to make the Ox button change to the 
Updatebutton. Root canal therapy sans anesthesia compares favorably with 
doing this to a folder of several hundred images, so instead, create an 
action that simply opens the files and closes them without saving, and 
then let it run overnight. (Thistechniqueis also handy if youre a belt-and- 
suspenders type who wants the settings saved in both locations.) PU 
discuss writing actions like this in Chapter 7, Exploiting Automation. 


» Apply sharpening to: controls whether sharpening applied by the 
Sharpness slider in the Detail tab 1s applied to the image preview only 
or to the convertedimage. (If you choose Preview Images Only, a label 
to that effect appears beside the Sharpness slider.) 


I usually sharpen the image post-conversionin Photoshop, but it's 
often useful to apply some sharpeningto the preview to aid in making 
decisions about contrast. So I normally leave Camera Raw's preference 
set to Preview Images Only. (Note that the sharpeningis applied not 
only to Camera Raw's image preview, but also to the previews and 
thumbnails displayed by the File Browser.) 


However, if I need to process a lot of images quickly, PU use Camera 
Raws sharpening and change the preference to apply sharpening to 
Ail Images—that way, the sharpening I set with the Sharpness slider 
is applied to the converted image as well as to the preview. 
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Figure 3-28 
Camera Raw 
workflow settings 


If either of the preferencesare set incorrectly, you'll need to redo all of 
your work once you've set them the way you want, so always make sure that 
they're set the way you think they are—it will save time in the long run. 


Workflow settings. The workflow settings govern the color space, bit 
depth, size, and resolution of the converted image. They're called "work- 
flow settings” because you'll typically change them to produce different 
types of output. For example, when you want to create JPEGs for online 
viewingor review, it would make sense to choose sRGB as the color space, 
8-bit for bit depth, the smallest size for your camera for size, and 72 ppifor 
resolution. But to produce images for large prints, you'd probably switch 
to a wider color space, use 16-1t for bit depth to accommodate further 
editing in Photoshop, the largest size supported for your camera, and 240 
ppi for resolution. 

The workflow settingsare recordable in actions,so once you've learned 
your way around, you can easily incorporate the workflow settings you 
wantin batch processes—I'll discuss building actions for batch processes 
in Chapter7, Exploiting Automation. 

Four different menus make up the workflow settings (see Figure 3-28). 


Space: Size: 
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> Spacedictatesthe color space of the converted image. The choices are 
Adobe RGB, Colormatch RGB, ProPhoto RGB, and sRGB. If you use one 
of these spaces as your Photoshop RGB working space, choose that 
space here, unless you're producing imagery for the Web, in whichcase 
you should choose sRGB. 


Ahuge numberof words have already been expended on the subject of 
RGB working spaces, and I don't want to add to them here—if you want 
to read some of mine, www.creativepro.com:80/story/feature/8582. 
html is a good place to start. The one practical recommendation I'll 
make regarding choice of working space is, use Camera Raws histo- 
gram to detect colors being clipped by the chosen output space. If a 
space clips colors, look to see if they're important to you If they are, 
choose a wider space. See" Evaluating Images," later in this chapter. 
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Tip: When You Need a Different Output Space... If none of the four 
spaces supported by Camera Raw suits your workflow, use ProPhoto 
RGB as the space in Camera Raw, set the bit depth to 16-bit, then use 
Photoshop's Convertto Profile command to converttheimages into your 
workingspace of choice, using RelativeColorimetricrendering. ProPhoto 
RGB is large enough that 1t makes any color clipping extremely unlikely, so 
the intermediate conversion wont introduce any significant loss. 


> Depth lets you choose whether to produce an 8-bitlchannel image or 
a 16-bitlchannel one. Unless I'm creating JPEGs for Web or email use, 
Į always convert to 16-bitlchannel images, because they allow a great 
deal more editing headroom than 8-bitlchannel ones. The inevitable 
trade-off 1s that the files are twice as large. 


If you plan on doing minimal editing in Photoshop, converting to 8- 
bitlchannelmaysave you some time, particularlyifyou run Photoshop 
on older, slower machines. Everyone has their own pain point! See the 
sidebar "The High-Bit Advantage" for more on 16-bitlchannel images. 


» Sizelets you choose one of several output sizes. The specific sizes vary 
from camera to camera, but they always include the camera's native 
resolution as well as higher and lower ones. 


Withcameras that produce non-square pixels, there's a clear advantage 
to using Camera Raw to go one size up from native—for the details, 
see "Size" in Chapter 2, How Camera Raw Works—but for the majority 
of cameras, the differenceis muchless clear-cut and is as much about 
workflow convenience as it is about image quality. See the sidebar 
"When to Resample" for further discussion. 


> Resolution lets you set a default resolution for the image. This is purely a 
workflow convenience-youcan alwayschangeitlaterusing Photoshop's 
Image Size command. If you need 240-ppi images for inkjet printing or 
72-ppi images for Web use, set that resolutionhere to save yourselfa trip 
to the Image Sue dialog boxlater. 


You can't load and save workflow settings as you can image settings, 
but you can record workflow settings in actions that you can then use for 
batch processing. The workflow settings are sticky per camera model, so 
always check to make sure that they're set the way you need them. 
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The High-Bit Advantage 


Any camera that shoots raw cap- 
tures at least 10 bits per pixel, 
offering a possible 1,024 tonal 
values, while most capture 12 bits 
for4,096 levels, and afew capture 
14 bits, for 16,384 possible tonal 
values. An 8-bitlchannel image 
allows only 256 possible tonal 
values in each channel, so when 
you convert a raw image to an 8- 
bit/channel file, you're throwing 
away a great deal of potentially 
useful data. 

The downsides of 16-bitlchan- 


nel images are that they take up 
twice as much storage space (on 
disk and in RAM) as 8-bit/channel 
ones, and an ever-shrinkinglist of 
Photoshop features don't work in 
16-bitlchannel mode. The advan- 
tage is that they offer massively 
more editing headroom. 

If youre preparing images for 
the Web or you need to use a Pho- 
toshop feature such as Liquify that 
only works in 8-bit/channel mode, 
by all means go ahead and pro- 
cess the raw images to 8-bit chan- 


nel files. In just about every other 
scenario, I recommend process- 
ing to a 16-bit/channel file. Even 
f you think the image will require 
little or no editing in Photoshop, 
it's likely that at some point the 
image willhave to undergoa color 
space conversion for output, and 
making that conversion on a 16- 
bit/channel image can oftenavoid 
problems such as banding in skies 
or posterization in shadows that 
suddenly appear after an 8-bit/ 
channel conversion. 


Evaluating Images 

Before starting to edit a raw image, it's always a good idea to do a quick 
evaluation. Is the image over- or underexposed? Does the subject matter 
fall within the camera's dynamic range, or do you have to sacrifice high- 
lights or shadows? Camera Raw offers three features that help you evaluate 
the raw image and answer these questions. 


> Thehistogram lets you judge overallexposure and detect any clipping 


to black, white, or a fully saturated primary. 


> Theimage preview shows you exactly how the converted image will 
appear in Photoshop, and the clipping display, available when you 
adjust the Exposure and Shadows sliders, lets you see exactly which 
pixels, if any, are being clipped. 


r The RGB readout lets you sample the RGB values from specific spots 


in the image. 


If an image is too dark or too light, you need to decide whether to fix 
it by adjusting Exposure or Brightness. If it's too flat, you need to decide 
whether to increase the Contrast value or add snap to the shadows with 
the Shadows control. For decisions like these, Camera Raw's histogram is 
a useful guide. 


When to Resample 


A good deal of controversy sur- 
rounds the question of whether 
to upsample in Camera Raw or 
post-conversionin Photoshop. Be 
very wary of absolute answers— 
in most cases, the differences 
are quite subtle and very likely 
camera-dependent. (Andit's also 
quite likely theyre photographer- 
dependent, too!) That said, I'll 
give half an absolute answer: if 
you need a smaller-than-native 
file, it's a no-brainer to choose 
the size closest to your needs in 
Camera Raw. The controversy re- 
ally revolves around upsizing. 
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With the exception of images 
captured on non-square-pixel 
cameras, the differences between 
upsampling in Camera Raw and 
upsampling in Photoshop using 
Bicubic Sharper are quite subtle 
(though I prefer to use Bicubic 
Smoother for upsampling). IF you 
factorin the other variables, and in 
particular the huge variable of how 
and when you sharpen the image, 
the question of when to resample 
becomes even more complex I 
personally prefer to convert raw 
images at the camera's native res- 
olution and do as much work as 
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possible before upsampling, be- 
cause the work goes faster on a 
smaller file than on a larger one. But 
others whose judgment I respect 
prefer to upsample in Camera Raw. 
Ultimately, it's a question you'll 
have to answer for yourself. You 
may even find that some types 
of imagery respond better to one 
method, while others respond bet- 
ter to another. If you're disinclined 
to devote a lot of time to testing, 
another entirely rational strategy 
is to punt on the whole question 
and simply do whatever is most 
convenientin your workflow 





The histogram. Camera Raws histogram is simply a bar chart that shows 
the relative populations of pixels at differentlevels. The colors in the his- 





togram show what's going on in each channel. 

White in the histogram means that this level has pixels from all three 
channels. Red, green, and blue mean that this level has pixels from these 
individual channels. Cyan means that this level has pixels from the green 
and blue channels, magenta means this level has pixels from the red and 
bluechannels, while yellowmeansthat this level has pixels fromthe red and 
green channels. (If it's easier, you can think of cyan as "no red," magenta as 
"no green." and yellow as "no blue.") 

Spikes at either end of the histogram indicate clipping — white pixels 
mean that all three channels are beingclipped, colored ones indicate clip- 


ping in one or two channels—-see Figure 3-29. 


Figure 3-29 
Clipping and 
the histogram 











| . . . 
Tonal clipping to black and white 


Saturation clipping to yellow 
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The histogram can help you determine whether or not the captured 
scene fits within the camera's dynamic range. Ifthere's no clippingat either 
the highlightor the shadow end, it clearly does. If there's clipping at both 
ends, it probably doesn't. If there's clipping at only one end, you may be 
able to rescue highlight or shadow detail (if you want to) by adjusting the 
Exposure slider. 

The histogram also shows clipping in individual channels. Typically, 
clipping in one or two channels indicates one of two conditions. 


» The RGB space selected in the Space menu is too small to hold the 
captured color. In that case, try switching to a larger space if the color 
is important. 


» Youve pushed the saturation so far that you've driven one or more 
channels into clipping. Again, this isn't necessarily a problem. To see 
exactly what's being clipped, you can use the Exposure or Shadows 
slider's clipping display, which I'll discuss next. 


Image preview. The main function of the image previewis, of course, to 
show you how the converted image will appear. After lookingat the histo- 
gram, I usually use the white balance tool to do a quick click-balanceby 
clicking on an area of detail white (though I'll probably fine-tune it later 
with the Temperature and Tint controls). However, if the histogram tells 
me I need to use Camera Raws extended highlightrecovery, I'll wait until 
I've set endpoints before attemptinga white balance. 

Theimage previewalso offersacoupleofindispensable tricks in theform 
of the highlight clipping display and shadow clipping display offered by 
using the Option key in conjunction with the Exposureand Shadows slid- 
ers, respectively. Hold down the Option key, and then hold down the mouse 
button on either slider to see the clipping display. The display updates 
dynamically as you move the slider, so it's also very useful for editing. 


> Exposure clipping display. Holding down the Option key as you 


move the Exposure slider turns the image Preview into a highlight 
clipping display-see Figure 3-30. 
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Figure3-30 fo AA 


Highlightclipping display 


The image at 
Camera Default 





Hold down the Option 
key, then hold down the 
mouse button on the 
Exposure slider to see 
highlight clipping. Note 
that the clipping display 
confirms the highlight 
clipping indicated by the 
histogram. 








Space. ProPhotn RGS i) Size: | 1539 by 1024 (-) 3) 


Depth: | 16 Bits/Channel 








Unclipped pixels display as black. The other colors show you which 
channels are being clipped to level 255. Red pixels indicatered chan- 
nel clipping, green pixels indicate green channel clipping, blue pixels 
indicate blue channel clipping. Yellow pixels indicateclippingin both 
red and greenchannels, magenta pixelsindicateclippingin the red and 
bluechannels, and cyan pixels indicateclipping in the green and blue 
channels. White pixels indicatethat all three channels are clipped. 


> Shadowsclipping display. Holding down the Option key as you move 
the Shadows slider turns the image preview into a shadow clipping 
display—see Figure 3-31. 
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Figure 3-31 
Shadow clipping display 


Hold down the Option 
key, then hold down the 
mouse button on the 
Shadows slider to see the 
shadow clipping display. 





Unclipped pixels display as white. The other colors show you which 
chamnelsare being clipped to level 0. Cyan pixels indicate red channel 
clipping, magenta pixels indicate green channelclipping, yellow pixels 
indicate blue channel clipping. Red pixels indicate clipping in both 
green and blue channels, green pixels indicate clippingin the red and 
blue channels, and blue pixels indicate clipping in the red and green 
channels. Black pixels indicate that all three channels are clipped. 


While the histogramshows you whether or notclippingis taking place, 
the clipping displays show you which pixels are beingclipped. If you want 
to evaluate clipping on single pixels, you'll need to zoom in to 100% view. 
Camera Raw doesits best to show you clippingat lower zoom percentages. 
but it's only completely accurate at 100% or higher zoom levels. 


RGB readout. The RGB readout lets you sample the RGB values of the 
pixel under the cursor. The readout always reports the average of a five- 
by-fivesample of screen pixels. You can't sample individualpixels, though 
you can get close at a 400% zoom level. To sample fewer pixels, zoom in, 
and to sample more pixels, zoom out. 

The RGB readout helps you distinguish between, for example, a yellow 
cast and a green one, or a magenta castand a red one. Sample an area that 
should be closeto neutral. Ifthebluevalueis lower than red and green, it's a 
yellow cast; if the green value is higher than red and blue, its a green axt. 
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Figure 3-32 shows the evaluation pmcess for several different images, 
with a variety of exposures. In the next section, I’ll pmceed with editing 
these images. 


Figure 3-32 


(02003 Jeff Schewe 





A quick examination of the histogram indicates that the image 5 
slightly overexposed. 





The highlightclipping display confirms that the highlightsare 
clipped. There's no significant shadow clipping.so I may be able to 
rescue some highlight detail without clipping shadows. 
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Figure 3-32 
Evaluating images, 
continued 


The histogram shows 
some highlightclipping 
in the blue channel only, 
and no shadow clipping 
The white balance seems 
excessivelycold. 


The highlight clipping 
displayconfirms what 
we learned from the 
histogram The clipping 
isin areas with no derail 
and doesn't representa 
problem —in fact, the 
Exposure value can 
probably stand to be 
increased 


The image falls entirely 
within the dynamic 
rangeof the camera, with 
no clipping, butit's flat. 

I can't make any 
decisionsabout the 

white balance until I 
tweak the contrast. 
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Figure 3-32 
Evaluating images, 
continued 


The histogram merely 
confirms what the image 
preview makes obvious— 
the image is significantly 
overexposed. 


The highlight clipping 
display shows that there's 
significant highlight 
clipping in the redand 
green channels, but 
relativelyfew pixels are 
completely blown out to 
white. The image may be 
rescuable. 
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Editing Images 

At last, we come to the heart of the matter—editing raw images!The controls 
in Camera Raw are presentedin a fairly logical order. I alwaysstart with the 
controls in the Adjust tab, followed by those in the Detail tab, and then, if 
necessary, those in the Lens tab. Normally, I don't make adjustments to in- 
dividualimages in the Calibratetab, reserving it for fine-tuning the response 
of specific cameras; but on occasion, it can be a handy creative tool, too. 


Usingthe Adjust tab controls. The Adjust tab contains the controlsthat 
let you set the overall contrastand color balancefor the image—see Figure 
3-33. A simple rule of thumb that has served me well over the years is to fix 
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the biggest problem first. In the case of raw images, this always boils down 
to starting with either the Exposure or the White Balance controls. 


Figure 3-33 | alil 


Temperature [3350 | 


White balance controls 


T one controls 


Saturation control 


~r" 





d 


If the image needs a major (more than 0.25-stop up or down) exposure 
adjustment, it's better to do that before setting the white balance, because 
the exposure adjustment will probably affect the white balance. If the image 
needs little or no exposure adjustment, set white balance first. 


> White Balance. The Temperature control adjusts the color of the light 
for which Camera Raw is compensating in Kelvins. So as you increase 
the color temperature,the color balance moves towards yellow to com- 
pensate for the bluer light, and as you decrease the color temperature, 
the image heads toward blue to compensate for the yellower light. 


The Tint control adjusts the red-to-greencolor balance-positive values 
head toward red, negative ones head toward green. 


Its often easiest to start by doinga rough click-balance with the white 
balance tool by clicking on an area of detail white in the image. Don't 
click on aspecular highlightunless you're going for psychedelic results! 
Then you can fine-tune using the Temperature and Tint slide ——see 
Figure 3-34. 


Figure 3-34 
Settingwhite balance 


A quick click-balance 
with the white balance 
tool on the bright sky 
area warms the image 
a hair too much, 
producing Temperature 
at 5700 and Tint at -3, 
Fine-tuningto 
Temperature 5650, 
Tint -5, produces 

this result. 


It's pointless to attempt 
setting white balance 

on this image until the 
exposure issues are fixed. 
Click-balancing 
produces a variety of 
unpredictable results, 
none œ which are 
particularlyuseful! 
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The White Balance controls are designed to reconstruct the actual white 
balance of the scene, but they're also amenable to creative use. You can 
warm or cool an image with more control and less image degradation 
than you canin Photoshop. Figure 3-39, later in this chapter, shows two 
examples. 
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» Exposure. Along with the White Balance controls, the Exposure slider 


is possibly the most critical tool in Camera Raw—if you don't take 
advantage of the White Balance and Exposure tools to optimize your 
captures, you're essentially negating the benefits of shooting raw! 


At positive values, the effects of the Exposure slider closely mimic 
increasing the exposure using the on-camera controls. At negative 
settings, its behavior depends on whether or not the image contains 
any completely clipped pixels —that 1s, pixels that are blown out to 
solid white in all three channels. If the image contains no complete- 
ly blown pixels, the Exposure slider works very much like reducing 
the exposure in camera. Otherwise, Camera Raw leaves completely 
white pixels as white, rather than turning them gray, and stretches the 
highlight range to recover as much detail as possible. The amount of 
recoverable highlight detail varies from camera to camera—see the 
sidebar "How Much Highlight Detail Can I Recover?" in Chapter 2, 
How Camera Raw Works, for more details. 


The Exposure slider affects the entire tonal range, but it's essentially a 
tool for setting the white point. Thisis amuch more critical operation 
with digital captures than it is with film scans due to the linear-gamma 
nature of digital raw, which uses half of the captured bits to describe 
the brightest f-stop (seethe sidebar "Exposure and Linear Gamma" in 
Chapter 1, Digital Camera Raw).Use the Exposure slider to make sure 
that diffuse highlights still contain detail (the RGB readout is useful 
for checking pixel values, whiie the highlight clipping display aids in 
adjustingthe Exposureslider), without worrying overmuch about what 
it does to the midtones and shadows. See Figure 3-35. 


Brightnessand Contrast. While the Shadows slider is presented before 
the Brightness and Contrast sliders in Camera Raw’s user interface, it's 
almost always better to use the Brightness and Contrast controls to 
shape the overall tonality of the image and reserve the Shadows slider 
for fine-tuning the black point afterward. Small changes to the Shad- 
ows value often produce big changes in the image due to the linear 
nature of the raw image-raw captures have far fewer bits describing 
the shadows than they do describing the highlights. 


Figure 3-35 
Setting Exposure 
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The highlight clipping display reveals that I can increase the Exposure value 
by0.35 without losing any important detail. 
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Increasing the Exposure value brightens the image by one-third of a stop 
without blowingoutany important highlight derail. 
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Figure 3-35 


Setting Exposure, 
continued 





Size: [ 1539 by 1024 (-) 


Resolution: 266 | pixels/inch 4} 





guide, I increase the Exposure value 


Using the highlightclipping display 
until I just Start to clipping in ar two channels, in the brightest 
part afthe sky. 
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Opening up the image with the Exposure slider brings it to the point where I 
can Start making reasonable decisions about contrast and white balance. 
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Canon EOS 10: 003TOOI4.TIF 0S0 100, 1/325, 4/11, 100 ma) 





Size: { 1539 by 1024 (-) 1] 
Depth: | 16 Bits/Channel “44 Resolution: 266 | pixels/inch $y 





Using the highlight clipping display as a guide, I reduce the Exposure value 
to eliminate almost all the highlight clipping, leaving a few small specular 
highlights. 


Langa EOS-1Ds: 003T0014.TIF. 050 100, 1/125, 1/21, 100 mam)... 
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This leaves the image rather dark, so PU fix it later with the Brightness and 
Contrast controls. 
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Figure 3-35 a Canon EOS- LO Mark ll: MA4CO158.CR2 (ISO 100, 1/4, f/8.0, 100 mm) 
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Setting Exposure, 
continued 


O Basic @ Advanced 








Size: [ 3504 by 2336 ay 
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This isa good example of Camera Raw's extended highlight recovery. Reducing 
the Exposure value by almost two stops eliminates all the highlight clipping. 


_ ¿Canon EOS-1D Mark ll: HA4CO158.CR2 (ISO 100, 1/4, f/8.0, 100 mm) _ 
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Recovering the highlightderail makes it clear that there is, in fact, an image 
here! By fixing the biggest problem first, I can now start to make reasonable 
decisions about contrast and white balance. 
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The Brightnesscontroladjusts midtone brightnesswithoutaffecting 
the endpoints of the tonal range, so it's generally the next adjustment 
you wantto make. The Contrast control, at positive settings, bright- 
ens values above the midpoint set by Brightnessand darkens values 
below that midpoint. At negative settings, it darkens values above 
the midpoint and brightens those below, but in both cases it leaves 
the endpoints alone. Due to the linear capture, Contrasthas a more 
obvious effect on the darker three-quarter-tones than it does on the 
brighter values. See Figure 3-36. 


Figure 3-36 
Setting Brightness 
and Contrast 


Slight Contrast and 
Saturation tweaks 
complete the editing 
process for this image. 
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A significant Contrast 
boost leaves this image 
ready for White Balance 
adjustment. 
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Figure 3-36 ramon EOS-1D5: Mendo Stormá3456946 TIF (SO 100, 1/15, 1/56, 90.mm) 








Setting Brightness 
and Contrast, continued 


This image allows many 
different white balance 
treatments-this is the one 
preferred by the artist. 
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A major Brightness 

and a smaller 

Contrast move restore the 
midtones that were 
darkened by the 
Exposure move I made 

to bring down the 
highlights. I also added 
some saturation. 
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Reducing Brightnessand 
increasing Contrast gets 
this image ready for 
White Balance 
adjustment. 
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Figure 3-36 
Setting Brightness 
and Contrast, continued 


AWhite Balance 
adjustment followed by 
a Saturation reduction 
further improves the 
image. A Shadows 
adjustment will finish 


it off. 
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Resolution: 240 | pixeis/inch 4) 


Tip: Don't Be Afraid to Reduce Contrast. Many photographers are 
hesitant to reduce the value of a slider labeled "Contrast," but if you're 
looking to brighten the dark three-quarter-tones without affecting the 
midtones, reducing the Contrast value will do a better job than increas- 
ing the Brightness value. F you're worried about the image going flat, rest 
assured that you can put plenty of punch back into the shadows using 
the Shadows slider. 


> Shadows. The Shadows control sets the black point. If you use the 
shadow clipping display obtained by holding down the Option key 
as you move the Shadows slider, you'll typically see big clumps of 
pixels being clipped with each change in the Shadows value. If you 
want to make big changes to the black point, you can makea Shadows 
adjustment immediatelyafter adjusting Exposureand before tweaking 
Brightness and Contrast. But in most situations, it's best to make the 
other tonal moves first and reserve Shadows for fine-tuning the black 
point. See Figure 3-37. 


Tip: Dealing With Important Shadow Detail. If your image contains 
important detail in the deep shadows, either set the Shadows slider at 
zero or leave some headroom. Once the image has been converted to a 
gamma-corrected spacein Photoshop, you'll have much finer control over 
the shadow behavior. 
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Figure 3-37 
Setting Shadows 
Shadow clipping at 
Shadows value of 5 
e ee a — | 
Shadow clipping at 
Shadows value of 6 
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The final image 
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Figure 3-37 
Setting Shadows, 
continued 
Shadow clipping at 
Shadows value 00 
Shadow clipping at 
Shadows value of 2 

| 

Smee (Porro seo | 

E PPP 

The final image 
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Figure 3-37 
SettingShadows, 
continued 


Shadow clipping at 
Shadows value of 43 (!) 


The final image 
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> Saturation, The Saturation control works similarly to the master Sat- 
uration slider in Photoshop's Hue/ Saturation command. I typically 
make small moves with the Saturation slider, preferring to fine-tune 
selective color ranges on the converted image in Photoshop. Due to 
the linear nature of raw captures, Camera Raws Saturation controlhas 
a strongereffecton the quarter-tones than on other parts of the tonal 
range. If that's what you need for a particular image, use it; otherwise 
save the saturation moves for Photoshop. 


Last but not least, dont overlook the creative possibilities Camera Raw 
offers. Figure 3-38 shows some very different treatments of the same 
image. 


Figure 3-38 
Creative Camera Raw 


The image at camera 
default settings 


These two very different 
interpretations should 
give you some icka of the 
creative flexibility 
offered by Camera Raw. 


The “digital Holga” 5 
available from 
www.lensbabies.com. 
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94 
The White Balance tools are also amenable to creative use. Figure 3-39 


shows two examples. At defaultsettings, Camera Raw's white balance at- 
tempts to reproduce the white balance of the actual scene, but the toois 


Canon EOS 10D: CRW.1130.CRW (ISO 400, 1/500, f/11, 17.0 mm) 


Figure 3-39 
Creative white balance 
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The image with a much colder white balance. Note that in addition to 
Temperature value, the Tint 
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also allw you to apply radical warming or cooling effects in a way that 


Photoshop just can't achieve. 


Figure 3-39 
Creative white balance, 
continued 
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The image with a much warmer white balance. In this case, the required Tint 
adjustment is much smaller 


96 


Real World Camera Raw with Adobe Photoshop CS 


Figure 3-40 
The Detail tab 


Once you've made all the adjustments in the Adjust panel, it's time to 
moveon to the Detail panel. The reason for making all the tonal adjustments 
first is that they can change the noise signature of the image significantly, 
so until you've made these adjustments, you won't havea goodidea of what 
needs to be done in terms of noise reduction. 


The Detail tab. The Detail tab contains three controls, Sharpness, 
Luminance Smoothing, and Color Noise Reduction—see Figure 3-40. 
Their effect is only visible when you zoom in to 100% view or higher, hut 
it's usually useful to zoom to a higher percentage when working the Lumi- 
nance SmoothingandColor Noise Reduction controls to really see what's 


happening. = 





Sharpness. The Sharpness slider lets you apply sharpeningeither to the 
preview image only or to both the previewand the convertedimage—see 
"Preferences," earlierin this chapter. 


I usually apply sharpening to the preview image only—tts easier to 
make decisionsabout contraston a reasonably sharp image than on a 
very soft one, so I set the Sharpness slider to a default of 25 and incor- 
porate that in my Camera Default settings (see"Saving Settings," later 
in this chapter). The value isn't set in stone—-you may want to choose 
a higher or lower value based on your camera, your display type and 
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resolution, and your personal taste. The goal is simply to make the 
preview image reasonably sharp to aid editing decisions. Then I apply 
more controllable sharpening to the converted image in Photoshop. 


However, ifT'm converting a large number of images to JPEGs for review 
or transmission, and time is of the essence, P'll temporarily switch my 
Camera Raw Preferencesto apply sharpening to the converted image. 


Luminance Smoothing. Luminancenoiseshows up as random speck- 
led variations in tone that are usually more prominent at higher ISO 
speeds than at lower ones. The noise tends to be concentrated in the 
darker tones; it's much easier to see if you apply some sharpening to 
the preview image using the Sharpnessslider and zoom in as far as you 
can go. 


If you see luminance noise, simply raise the value of the Luminance 
Smoothing slider until it goes away. (Unlike many aspects of Camera 
Raw, this one isn't complicated!) Luminance smoothing does soften 
the image somewhat, so don't apply more than you need. The default 
value is zero, but dependingon your cameraand your shooting style, 
you may want to increase this value slightly (6-10} and save it as a 
new camera default if you don't want to check each individual image. 
Higher ISO speeds, long exposures, or underexposing to hold high- 
lights all tend to increase the luminancenoise, so it's worth spending 
some time analyzing your images to determine a good default value 
for the Luminance Smoothing slider. 


Color Noise Reduction. Color noise usually shows up as random ma- 
gentaand green splotchesin dark areas, but withsome camerasit can 
also manifest itself as colored speckles around highlights. 


As with luminance noise, raise the Color Noise Reduction slider value 
until the color noise disappears—see Figure 3-41. Theorderin which you 
apply LuminanceSmoothing and Color Noise Reduction isn't critical —I 
tend to fixthe worse of the two problems first. Color Noise Reduction has 
much less impacton imagesharpness than does Luminance Smoothing, 
so its fairly safe to leave it at the default value of 25 1f you don't want to 
check each individual image. 
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Figure 3-41 
Color Noise Reduction 
To check for color noise, 
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dark area of the image. 
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Figure 3-42 
The Lens tab 
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Tip: Pan for Before-and-Afters. The easiest way to judge the effect of 
your noise reduction settings, for both luminance and color noise, is to 
pantheimage Using the hand tool (pressthe Spacebar to get the hand tool 
temporarily). As you pan, the newimage areas that come into view don't 
have the noise reduction applied until you release the mouse button, so 
you can easily see a quick before-and-after. 


Most cameras exhibit some degree of color noise at all speeds. Lumi- 
nance noise tends to be more common at high speeds, but both types of 
noise vary considerably from one camera model to another. The built-in 
defaults are a reasonable starting point, but you'll almost certainly want 
to tweak them and save as your own Camera Default settings. You may 
wen want to save separate settings for different ISO speeds--see"Saving 
Settings," later in this chapter. 


The Lens ta, The controlsin the Lens tab let you addresstwo problems, 
one common, the other pretty rare. F you use zoom lenses, you'll almost 
certainly run into chromatic aberration—color fringing along high-contrast 
edges causedby the inability of the lens to bringall the wavelengths of light 
to focus at the same plane—at some point in your work. Digital capture is 
extremely demanding on lenses, and it's not at all unusual for a lens that 
performs superbly on fim to show some chromatic aberration on digital 
captures, particularly at the wide end of the range. Vignetting, where the 
comers are darkened because the lens fails to 1lluminate the sensor evenly, 
is rarer, butyou may encounterit atverywideapertures. The controls in the 
Lens tab let you address both problems—see Figure 3-42. 
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Chromatic Aberration controls. Camera Raw offers two Chromatic 
Aberration sliders, one to address redlcyan fringing (Chromatic 
Aberration R/C), the other to address bluelyellow fringing (Chro- 
matic Aberration B/Y). They work by adjustingthe size of the red and 
blue channel, respectively,in relation to the green channel. 


The adjustmentshave remarkably little impact on the rest of the image. 
Mathematical comparisons of the non-edge pixels may reveal a one- or 
two-level diierence in one channel in a few areas; but I've yet to see a 
difference that could be detected visually, so don't be afraid to use these 
controls to eliminate color fringes. Two tips may help you do so. 


Tip: Turn Off Sharpening. To see the color fringes clearly and to judge 
the optimum settings for the sliders, tum off any sharpening you've applied 
with the Sharpness slider in the Detail tab. The color fringes are usually 
most prominent along high-contrast edges, and sharpeningapplies a halo 
to such edges that makes it harder to see exactly where the color fringes 
start and end. 


Tip: Option-Dragthe Sliders to Hide the Other Channel. Red/cyan 
fringing1s usually much easierto see than bluelyellowfringing, but chro- 
matic aberration is almost always a combination of both. Holding down 
the Option key as you drag either of the Chromatic Aberration sliders hides 
the channel that isn't being affected by the adjustment, making it much 
easier to apply exactly the right amount of correction to both channels. 


Figure 3-43 shows a typical example of chromatic aberration, along 
with the necessary fixes. 


Vignetting controls. Camera Raw offers two controls for addressing vi- 
gnetting. Vignetting Amount controls the degree of darkening (negative 
values) or lightening (positive values) applied to the image. Vignetting 
Midpoint,which is enabled only when Vignetting Amount is set toanon- 
zero value, controls how far the correction extends from the corners. 


Thus far, the only example I've seen of vignetting on digital captures 
has been with tilt/shift lenses, and since this vignetting is asymmetri- 
cal, the controls don't help. They are, however, handy for buming in 
the comers of the image! 


Figure 3-43 
Chromatic Aberration 
corrections 


To check for chromatic 
aberration, tum offany 
sharpening, then zoom 
into an area with high- 


contrast edges. 


In this case, there's slight 
color-fringing along the 


high-contrast edges of 
the car. 


Start with the Chromatic 
Aberration RIC slider. 
Option-dragging the slider 
hides the blue channel 
so that youonly see the 
redicyan fringe. Adjust the 
slider until the color fringe 
disappears, then repent 
with the Chromatic 
Aberration BIY slider. 
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Figure 3-43 
Chromatic Aberration 
corrections, continued 


These settings eliminate 
the color fringe. 








The Calibrate tab. I've already covered the intendeduse of the Calibrate 
tab controls—fine-tuning the color rendering for a specific camera—in 
detail earlier in this chapter. Here I'll look at some creative uses of the 
controls. 

One non-obvioususeof the Calibrate tab, which I must credit to Adobe 
evangelist, raconteur, bon vivant and demomeister Russell Brown, is in 
color-to-grayscaleconversions.Start by reducing the Saturationcontrolin 
the Adjust tab to -100, and then move to the Calibrate tab. The Hue slid- 
ers control the panchromatic response, while the Saturation controlslet 
you modulate the strength of the Hue controls' effect. Figure 3-44 shows 
examplesof different black and white conversions, along with the settings 
that produced them. Note that the ideal values will vary from camera to 
camera, but the ones shown here should get you in the ballpark. 

These conversions approximatethe use of traditionalcolor filters, but 
you aren't limited to this approach--you can create intermediatesettings 
or make image-specific conversions. 

If you're going for natural color, it's probably a bad idea to use the 
Calibrate controls as selective colorcorrection tools —selective color cor- 
rections are better left for Photoshop—but you can certainly use them 
for creative color effects like the one in Figure 3-45! 
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Figure 3-44 
Color to grayscale 


Starting with the color 
image, reduce the 
Saturation slider in the 
Adjust tab to zero to 
geta grayscale image, 
and then adjust the 
Calibrate controls to 
vary the panchromatic 


response. 
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Figure 3-45 
Creative color 
with Calibrate 


The image as shot 


The image after 
drastic moves with 
the Calibrate controls 
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Saving Settings 


If you had to adjust every slider on every image, you might reasonably 
conclude that Camera Raw instrument of torture rather than 
productivity tool. Fortunately, Camera Raw offers great flexibility in sav- 
ing and applying settings (and,as you'll learn in the next chapter, the File 
Browser lets you apply Camera Raw settings to one or more images without 
even opening Camera Raw). 

Dependingon how you set Camera Raw's “Save image settings in:" Prefer- 
ence, settings get saved eltherin the Camera Raw Database, or as individual 
sidecar xmp files—=e "The Camera Raw Menu." earlier in this chapter. 
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The Camera Raw database (file name is Adobe Camera Raw Database) 
lives in the Application Data folder as Document and Settings! user name/ 
Application Data/Adobe/ Camera Raw on Windows systems, andin theuser's 
Preferences folder as Users/ user namel Library/ Preferences on Mac OS. 


Camera Raw Database 

If you want to do absolutely no lile management, and you work on only one 
computer, the advantage of saving settings in the Camera Raw database 
is that they're indexed by file content rather than name. You can rename 
your raw images and move them anywhere on your computer, and Camera 
Raw will still associate the correct settings with each image. 

The significant downside is that you rely on a single file on a single 
computerto hold all your image settings. If you move the images to a dif- 
ferent machine, or even just bum them on a CD, the settings wont travel 
with the images. So while settings saved in the Camera Raw database are 
easy to handle in terms of file management on a single machine, they're 
very inflexible. This inflexibility leads me to always save my settings as 
sidecar .xmp files. 


Sidecar XMP Files 


Adobe's XMP (Extensible Metadata Platform) is an open, documented, 
W3C-compliant standard for saving metadata (literally,data about data), 
including all the EXIF data generated by the camera; IPIC information 
such as captioning, keywording, and copyright notices;and, last but not 
least, all the settings you used in Camera Raw on a given image. 

When you elect to save imagesettings as .xmp sidecar liles, they're saved 
in a small lile with the same name as the image and a .xmp extension. The 
sidecar file is automatically saved in the same folder as the image, which 
is usually what you want. 

As you'll learn in the next chapter, Photoshop's File Browser offers fea- 
tures that automatically keep the sidecar files with the raw images as long 
as you use the Fie Browser to copy or move them. If you use some other 
software to move or copy your images, it's up to you to keep the sidecar files 
with the images Since they're alwayssaved in the same folderas the images, 
and the file names match those of the images, this isn't hard to do. 

Butwhichevermethod you use, Camera Raw doesn't limit you to saving 
only the entire group of settings for a specific image. Much of the power 
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Figure 3-46 
Save Settings Subset 


and flexibility of Camera Raw comes from its ability to save subsets of 
settings in addition to complete sets of image settings. 


Save Settings Subset 


When you edit an image, you generally want to save all the settings that 
apply to that image so that the settings get applied each time you open 
the raw file. But it's also useful to save and recall subsets of settings to 
speed editing, hence the Save Settings Subset command on the Camera 
Raw menu. 

For example, if you create Calibratesettings, either for color calibration 
or for black-and-whiteconversions, it's useful to have them available at all 
times. You may also wish to save Exposure or White Balance settings, or 
noise reduction settings for different ISO speeds, so that you can simply 
choose them from the Settings menuinstead of manipulatingsliders. The 
SaveSettings Subset command lets you chooseexactlywhichsettings you 
want to save--see Figure 3-46. 





The Subset menu lets you choose | The checkboxes let you create 
groups of settings quickly. custom subsets of settings. 


To make settingssubsets constantlyavailable,save them in the Camera 
Raw Presets folder (that'sthe Camera Raw folder inside the Presets folder 
inside the Adobe Photoshop GS folder). Saving the settings in the Resets 
folder is useful for two reasons. 


> [always know where to find them. 
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> Eachsavedsettingis represented by aseparate file, so when my Settings 
menu becomes unmanageably long, I can easily prune it by goinginto 
the Camera Raw Presets folder and trashing the files I no longer need 
rather than laboriously selectingeachsetting and then choosing Delete 
Current Setting from the Camera Raw menu. 


Saving settings in separate sidecar files makes it easy to share them with 
others or to create multiple settings files for a single image. For example, 
you may want to create one settingfor highlightsand another for shadows, 
and then combine both versions in Photoshop to increase the apparent 


dynamic range, as shown in Figure 3-47. 


Figure 3-47 
Combining muhiple 


exposures 
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Here I process the image 
twice, with one set of 
settings for the shadows 
and anotherfor the 
highlights. Then I 
combine the two 
exposures in Photoshop. 
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Figure 3-47 
Combining multiple 
exposures, continued 


The exposures combined 
in Photoshop 
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If you consistently find yourself making the same setting over and over 
again, it's probably a good candidate for a preset. But if you save too many 
settings as presets, your Settings menu becomes unmanageably long. The 
bottomline is that we eachneed to arrive at our OWN ideal trade-off between 
the convenience of presets and the length of the Settings menu. 





Beyond Camera Raw 


If Camera Raw were the only place to apply Camera Raw settings, the 
ability to save presets would be a minor convenience. But as I mentioned 
at the beginning of this chapter, you don't have to open and edit every 
single image in Camera Raw. Instead, you can select multiple images in 
Photoshop's File Browser and apply Camera Raw settings there. 

In this chapter, I focused on editingone image at a time in Camera Raw. 
In the next chapter, we71 look at the various vital roles the Fie Browser 
plays in building an efficientworkflow, one of which is to apply Camera 
Raw settings to dozens or hundreds of images, quickly and efficiently. 


The File 
Browser 


Your Digital Light Table 





When the File Browserfirst appeared in Photoshop 7, I thought of it as a nice 
alternative to the File menu's Open command when dealing with a folder 
full of files, because it let me see thumbnails and previews of the images, 
allowingme to identify the ones I wanted quickly. But in PhotoshopGs, the 
Fie Browser is a mission-criticaltool for anyone who shoots raw. 

You can make your initial selects from a shoot using the Fie Browser 
as a digital light table. When you want to convert your images, you can 
apply Camera Raw settings through the Fie Browser. You can also use 
the Fie Browser to add and edit metadata—one of the first things I do to 
a new folder of raw images is to add my copyright notice to each image. 
And while I admit to being less assiduous than I really should be, I'm also 
using the Fie Browser to add keywords to images so that I can find them 
easily several years hence. See the sidebar “All About Metadata," later in 
this chapter. 

If you've considered the File Browser as just an Open dialog box on 
steroids, let me introduce you to the bigger picture. The File Browser is 
really a mini-applicationin its own right, and it's surprisinglydeep. So in 
this chapter Pll introduce you to its various parts, explain what they do, 
and show you how to use them to handle your images efficiently. 
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Figure 4-1 
Opening the We Browser 


Opening the File Browser 

When I work on single-monitorsystems, I usually keep the File Browser 
closed unless I'm actually using it. On dual-monitor Macs, I keep the File 
Browser open on the second monitor. Unfortunately,Windows operating 
systems prevent you from doing this—dual-monitor support is one of 
the few remaining areas where the Mac offers a significant advantage in 
Photoshop work. 

To open the Fie Browser, do any of the following (see Figure 4-1): 


» Choose File>Browse, or press Command-Shift-0. 
» Choose Window>File Browser. 


p» Click the File Browser button in the Options bar (it'sthe icon that looks 


like a magnifying glass over an open folder). 





Choose Choose File 
Browse from Browser from 
the File the Window 
menu menu 





Click the File Browsericon in the 
Options bar. 





Anatomy of the File Browser 


The File Browser has evolved from being a somewhat oddly behaved 
palette in Photoshop 7 to being a mini-application in 1ts own right in 
PhotoshopCs, so the first thing you need to do is to acquaint yourself with 
1ts various parts (see Figure 4-2). 

The File Browser window contains six different areas, two of which, 
the menu and toolbar, and the main window containing the thumb- 
nails, are always visible. The four remaining components are resizable 
palettes that you can rearrange, resize, or combine just as you can other 
Photoshop palettes. 

The main window holds thumbnails, which you can display at four 
different sizes. The Folders palette lets you quickly browse through fold- 
ers and also lets you move or copy files by dragging or Option-dragging 
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Figure 4-2 
The Pile Browser 
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their thumbnails to a Folder icon in the Folders palette. The Preview 
paletteshowsa preview of the selected image. The Metadata palette shows 
the metadata associated with the selected image—-you can control which 
fields are displayed. The Keywords palette lets you create keywords and 
sets of keywords, assign them to images, and perform searches. 


File Browser Menu Bar 

As befits a mini-application, the Fie Browserhas its own menu bar. Rather 
than giving a blow-by-blow description of every single menu command, 
I'll give you an overview of the menus, along with details about the com- 
mands I find particularly useful and/or interesting. 
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Figure 4-3 
The File Browser 
File menu 


The File menu. The Fie menu dealswith the usual tasks of opening and 
closing files, but it also lets you work with the Fie Browser'scache for the 
current folder. The cache holds the thumbnails and previews, as well as 
any flagging or rankinginformationyou apply to the images (see"Selecting 
and Sorting," laterin this chapter).When you bum a CD or copy the folder 
to removable media, you can export the cache using the Export Cache 
command,so that when Photoshop opens the folder on the CD, you don't 
have to wait for the cached information to get rebuilt. See Figure 4-3. 


In a dire emergency, you can use the Purge Cache command to free up 
hard disk space—depending on just what's in the cache, you may recover 
anything from about2 to about 8 megabytes —but you'll loseall the cached 
information, so make sure that the emergency is indeed dire. 

The Fie Info command offers a way to edit an image's IPTC metadata 
without first opening the image, which is handy when you just want to 
add copyright or captioning information to a huge file. It also allows you 
to save metadata templates for IPTC info, which you can use to apply 
metadata quickly to multiple files—see Figure 4-4. 


The Edit menu. The Edit menu generally offers somewhat slower ways 
to do things you can accomplish faster by other means, such as selecting, 
deleting, rotating, and flagging images, or applying metadata templates, 
but three commandsare of particular interest. 


Rank lets you apply a ranking to multiple images simultaneously by 
selecting them in the Fie Browser, choosing Rankfrom the Edit menu, 
and then entering a rank in the dialog box Photoshop's onliie help 
showsranks like "Good" and “Bad”; but using a single number or, if you 
really need more than 10 ranks, a single letter, makes it much easier to 
sortimages by rank (see"Selecting and Sorting," later in this chapter). 
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Figure 4-4 
Saw: Metadata Template 


| Commas can be used to separate keywords 


Copyright Status: (Copyrighted W 


Copyright Notice: © 2004 Seth Resnick All Rights Reserved 


Copyright info URL: http://www. sethresnick.com 


Created: 4/2/04 





Metadata Display Options lets you specify which metadata fields 
appear in the metadata palette and gives you the option to automati- 
cally hide fields that are empty for the currentimage. If you don't have 
a GPS-enabled camera, forexample, you may as well hide all the GPS 
fields —see Figure 4-5. 









Figure 4-5 
Metadata Display Options 
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All About Metadata 


Metadata (which literally means 
"dataaboutdata")isnta new thing. 
Photoshop's File Info dialog box 
has allowed you to add metadata 
such as captions, copyright info, 
and routing or handling instruc- 
tions, for years. But digital capture 
brings a much richer set of meta- 
data to the table. 

Most current cameras adhere 
to the W F (Exchangeable Im- 
age File Format) standard, which 
supplies with each image a great 
deal of informationon how it was 
captured, including the camera 
model, the specific camera body, 
shutter speed, aperture, focal 
length, flash setting,and of course 
the date and time. 

IPTC (InternationalPress Tele- 
communications Council) meta- 
data has long been supported 
by Photoshop's File Info feature, 
allowing copyright notices and 
the like. Other types of meta- 
data supported by Photoshop CS 
include GPS information from 
GPS-enabled cameras (it's 
immensely cool that my good 


friend Stephen Johnson's stun- 
ning landscape images include 
GPS metadata that will allow 
people to identify where they 
were shot 10 or 100 years from 
now, and note how the landscape 
has changed). You can apply Cam- 
era Raw settings as metadata to 
instruct Photoshop how you 
want the image to be processed. 
withoutactually doing the conver- 
sion. You can even record every 
Photoshop operation applied to 
the image as metadata using the 
History Log feature. 

Adobe has been assiduous in 
promoting XMP (eXtensible Meta- 
data Platform), an open, extensi- 
ble, W3C-compliant standard for 
storing and exchanging metada- 
ta—all the Creative Suite applica- 
tions use XMP, and because XMP 
is extensible, it's relatively easy to 
updateexistingmetadataschemes 
to be XMP-compliant. However, 
it will probably take some time 
before all the other applications 
that use metadata, such as third- 
party digital raw converters, get 


updated to handle XMP. But let's 
be very clear: XMP is not some 
proprietary Adobe initiative. 
It's an open, XML-based stan- 
dard. So if you find that another 
application is failing to read XMP 
metadata, contact the publisher 
and tell them you need them to 
get with the program! 

Right now, unless you're a pro- 
grammer or a very serious script- 
ing wonk, there may not bea great 
deal you can do with much of the 
metadata, at least, not automati- 
cally; but it likely won't be too long 
before you start seeing things like 
camera-specificsharpening rou- 
tines that vary their noise reduc- 
tion with ISO value and exposure 
time, to give just one example. The 
more information you have about 
an image, the better your chances 
of being able to do useful things 
to it automatically; and the more 
things you can do automatically, 
the more time you can spend do- 
ingthosethings that only ahuman 
can do, like exercising creative 
judgment. 





Preferences opens the File Browser Preferences (it's the same dialog 
box you get from Photoshop's Preferences>File Browser command— 
see Figure 4-6). 


> If you're primarily concerned with processingrawdigital captures, you 
can set the limit under Do Not Process Files Larger Than to a value a 
little bigger than your raw files so that the Fie Browser doesn't spend 


time churning away on those layered 16-bit monster images. 


Figure 4-6 
File Browser Preferences 
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A a a 


Do Not Process Files Larger than: (300 | MB 


= Display:[10 | Most Recently Used Folders in Location Popup 





» The Custom Thumbnail Size field lets you set a customsize for thumb- 
nails, up to 1,024 pixels wide. I usuallyset the Custom Thumbnail Size 
to make the largest thumbnails that will let me see two thumbnails side 
by side on my display. 


> Allow Background Processing lets the File Browser keep working—gen- 
erating thumbnails and previews, and reading metadata—while you 
dosomethingelse. If that somethingelseis answeringemail or surfing 
the Web, by all means use this feature, but be warned that even if you 
have a really fast machine, allowing the Fie Browser to do background 
processing makes both it and Photoshop very unresponsive until the 
processing is finished. So I usually leave this option turned off. 


> High Quality Previews, on the other hand, is an option I always leave 
turned on—1 find the ability to view large previews invaluablein mak- 
ing initialselects,and whenit's turned off, large previews get very pix- 
ellated. 


» | always leave Keep Sidecar Files with Master Files checked. That way, 
whenever I move image files using the File Browser, the sidecar files 
containing the metadata always travel with them. 


The Automate menu. The Automate menu offers many of the options 
found on Photoshop's File>Automate menu, with two important addi- 
tions-—Batch Rename and Apply Camera Raw Settings. 
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Figure 47 
Batch Rename 


» Batch Rename lets you replace the less-than-usefulnamesdigital cam- 
eras typically assign to images—CRW_0403.CRW, for example—-with 
ones that are more meaningful to you (see Figure 4-7). I always archive 
my raw captures preservingthe original file names and folder structure 
from the camera storage media; then I make duplicates and use Batch 
Rename to rename them, but I admit that there may be an element of 
superstition in doing so. 


Compatibility: C) Windows Y Mac OS C) Unix 





Tip: Don't Forget the Extension. If your raw captures are accompanied 
by sidecar thumbnail and .xmp (metadata) files, you must include the 
extension in the new file names; otherwise the Batch Rename will fail. 


» Apply Camera Raw Settings is one of the most important commands 
in the File Browser's menus. It lets you quickly apply saved Camera 
Raw settings, or settings from the previous image, to multiple files 
selected in the Fie Browser, without opening them or going through 
the Camera Raw interface (see Figure 4-8). 


In its Advanced mode, Apply Camera Raw Settings offers a great deal 
of flexibility by letting you choose subsets of settings to apply, so you 
can, forexample, keep each image'swhite balance unchanged and just 
adjust the exposure, or any other permutation you find useful. 


The Sort menu. The Sort menuletsyoucontroltheorderinwhichimages 
are displayed. The Custom option appears when you reorder the images 
by dragging them, just as you would on a light table. 


Figure 4-8 
Apply Camera Raw 
Settings 


In Basic mode, Apply 
Camera Raw Settings lets 
you load and apply saved 
settings. In Advanced 
mode, you can apply 
subsets £ settings or 
create new ones, which 
are then applied to 

the selected images. 


Figure 4-9 
Pile Browser Toolbar 
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The View menu. The View menu lets you control whether or not the 
browser displays things other than image files, the size of the thumbnails 
(including the custom size you specify in the File Browsers Preferences), 
and whether to show Flagged, Unflagged, or Flagged and Unflagged im- 
ages (see “Selecting and Sorting," later in this chapter). 


File Browser Toolbar 

The toolbar is a great deal simpler than the menu bar, with only fivesimple 
tools—see Figure 4-9. The rotate counterclockwise and rotate clockwise 
tools (keyboard shortcuts are Command-[and Command- | respectively) 
are pretty self-explanatory. ‘The flag tool (Command-')provides a simple 
mechanism for making "yesIno" binary selections—clicking the flag tool 
toggles the flag for allselectedimages. The search tool (whichlacks a key- 
board shortcut) lets you perform fairly detailed searches on files in the 
current folder (includingsubfolders) using file information, EXIF or other 
metadata as criteria. The trash tool (keyboard shortcut is Delete) moves 
selected images to the Trash, but doesn't actually delete them. 


EEE 
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Folders palette 


The Folders palette 
lets you browse quickly 
through your directory 

structure. 





File Browser Main Window 

The main window 1s devoted to displaying thumbnails. You can control 
the size of the thumbnails using the commands from the File Browser's 
View menu and the sortorder using the commandsfrom the File Browser's 
Sort menu. 

At the top of the main window, the Up One Level button lets you navi- 
gate upward through the folder hierarchy, and the Location menu shows 
the current folder, 1ts parent folder, all mounted volumes, the number of 
recentfolders you specifiedin the File Browsers Preferences, and any fold- 
ers you add to your Favorite Folderslist using the Fie Browsers File>Add 
Folder to Favorites command. 

The Show menu lets you choose whether to display thumbnails for 
Flagged files, for Unflagged files, or for both Flagged and Unflagged files 
(see "Selecting and Sorting," later in this chapter). At the lower left, the 
Toggle Expanded View button lets you hide or show the palettes-—when 
they're hidden, the main window expands to fill the entire area with 
thumbnails —see Figure 4-2, earlierin this chapter. 


The Folders Palette 


The Folders palette displays the volume and folder hierarchy, allowing 
you to navigate to different folders—see Figure 4-10. It also displays two 
items that aren't really folders but act as folders inside the File Browser. 
The Favorite Folders folder holds any folders you designate as favorites, 
and the Search Results folder holds the results of any searches you perform 
with the search tool. Neither of these folders actually exists outsideof the 
File Browser —theyre "virtual" folders. 
The palette menu contains but one command, Refresh. 


Figure 411 
Metadata palette 


The Metadata palette lets 
you see the metadata 
associated with the 
selected image. The 
fields with a pencil 

icon are editable. 


Figure 4-12 
Metadata palette menu 


Saved metadata templates 
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The Preview Palette 

The Preview palette displays a preview for the selected image. Like the 
other palettes, you can collapse it by double-clicking on its tab and resize 
it by dragging its sue controls, but it has no menu and no secrets. 


The Metadata Palette 


The Metadata palette displays the metadata associated with the currently- 
selected image or images (when you have more than one image selected, 
many of the fields read “Multiple Values Exist"). See Figure 4-11. 


: 4FOW3895. THF 

: 4/22/04 5:33:30 AM 
: 4/22/04 5:33:36 AM 
: Camera Raw 


The only metadata fields that are editable in Photoshop are the IPTC 
fields —they appear in the palette with a pencil icon next to the title. “To 
edit these fields, select the images or images whose metadata you wish to 
edit, and then either click the pencilicon or click directly in the text area to 
enter the new metadata. The only IPTC field that isn't editable here is the 
Keywords field—to edit keywords, you need to use the Keywords palette. 

The Metadata palette menu lets you launcha search (it’s the sameas click- 
ing on the search tool), increase or decrease the font size used in the palette, 
and append or replace metadata from templates (see Figure 4-12) —saved 
templatesappear in the menu. I find it's alot easier to add a copyright notice, 
for example, from a template than it is to type the notice manually for all 
selected images, but either method works. 

Increase Font Size 
Decrease Font Size 


Append ©2004 Bruce Fraser 
Replace ©2004 Bruce Fraser 
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Figure 4-13 
Keywords palette 





Metadata Display Options has the same functionality as the identi- 
cally named command in the Fie Browsers Edit menu—use whichever 
one 1s the more convenient. It's definitely worth taking the few minutes 
needed to decide which fields you want to display (see Figure 4-5) —very 
few Photoshop users need to see them all! 


The Keywords Palette 


The Keywords palette lets you create keywords (which you can group 
into categories called keyword sets), and apply them to a selected image 
or images. The keywords get written into the Keywords field of the IPTC 
metadata, so they're visible in the Metadata palette--you just can't edit 
or apply them there. 

Keyword sets appear as folders—-the triangle to the left lets you 
expand and collapse them. When theyre expanded, you can see the list 
of keywords in the set (see Figure 4-13). To apply a keyword to selected 
images, click in the column at the left of the palette —a checkmarkappears, 
indicating that the selected images contain this keyword. To apply all the 
keywords in a set, click to the left of the set name rather than beside the 
individual keyword. 
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Icons at the bottom of the palette let you create a new keyword set or 
keyword, or delete an existing keyword set or keyword. Note that deleting 
keywordsremoves them only from the list, not from any files that contain 
them. You can also move keywords to a different category by dragging 
them. 
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The palette menu mostly replicatesthe functionsofthe controlbuttons, 
but the Rename command provides the sole path for renaming keywords 
or categories. 





Configuring the File Browser 


The default layout of the File Browser lets you see where all the bits and 
pieces are, but it's definitely less than optimal for doing any real work. 
Fortunately,one of the Fie Browser's great strengths is its configurability. 
You can resize the palette area and the individual palettes by dragging the 
size controls, and display diierent-sized thumbnails using the commands 
on the File Browser’s View menu. I typically use at least four different File 
Browser layouts for different tasks——see Figure 4-14. 

Of course, if I had to resize everything manuallyevery time I wanted to 
change the layout,Id be a distinctly unhappy camper. Fortunately,Photo- 
shop's Workspace feature applies to File browserlayouts, so I save each of 
my layoutsas a workspace. To do so, I arrange the File Browser's elements 
the way I want them for a particular task, then choose Save Workspace 
from the Workspacesubmenu on Photoshop's Window menu so that I can 
recall each layout quickly. 

I create each workspace with all the other palettes hidden, so the File 
Browser can use all the availabledesktopreal estate—-that way I don't have 
to waste time hitting Tab to hide the palettes. You can, if you wish, take 
things a step further by recording actions that let you switch between the 
different File Browser layouts using keystrokes—-1'11 describe doing so in 
detail in Chapter 7, Exploiting Automation. 


File Browser Navigation 
Like any decent mini-application that resides inside Photoshop, the Fie 
Browser is well equipped with keyboard shortcuts (which is just as well, 
because the new keyboard-shortcut customization features in Photoshop 
CS don't extend to the File Browser). 

In the Folders panel, the up and down arrow keys move up and down 
one folder at a time. Adding the Command key moves up one level in the 
hierarchy. 
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Figure 4-14 File Browser layouts 
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I use the Custom 
Thumbnail feature to 
make large thumbnails 
that let me compare 
two images ata time. 


©2004 Greg Gorman 
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When I make initial 
selects using the Flag 
feature, I make the 
previewas large as 
possible and use the 
keyboard shortcuts to 
advance through the 
images and to apply 


the flag. 
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In the main window, the up, down, left, and right arrows move the se- 
lection to the next thumbnail in their respective directions. Adding Sh11 
extends the selectionto include the nextthumbnail in that direction. (You 
can't, however, make discontiguous selections from the keyboard —you 
have to Command-click the thumbnails to add discontiguous images to 
the selection.) Home selects the first thumbnail, End selects the last one. 
Command-Aselectsallthumbnails, Command-Shift-Aselectsall Flagged 
thumbnails, and Command-D deselects all thumbnails. 


Working in the File Browser 


Camera Raw is a wonderful raw converter, and the File Browser is matur- 
ing into a more-than-competent image manager, but what really makes 
Photoshop CS a compelling solution for araw digital workflowisthe inte- 
gration between the two. As soon as the File Browser encounters a folder 
of raw files, Camera Raw kicks in automatically, generating thumbnails 
and generous-sizepreviews that allow you to make good judgments about 
each image without actually converting it, so that you can quickly make 
your initial selects. 

Note that the high-qualitypreviewsare based on Camera Raw's default 
settings for your camera. If you find that they're consistently off, it's a 
sign that you need to change your Camera Default settings--see "Saving 
Settings" in Chapter 3, Using Camera Raw. 

Then, when you've decided which images you want to work with, the 
File Browserlets you apply conversionsettings from Camera Raw by writ- 
ing them to the image's metadata, again without doing an actual conver- 
sion, using the Apply Camera Raw Settings command. 

When I do conversions other than quick one-offs, I almost always do 
so as batch processes, incorporating other actions—I might set up one 
batch to produce high-res JPEGsfor client approval, another to produce 
low-res JPEGs for emailing, and still another to prepare images for serious 
editing, with adjustment layers already added so that much of the grunt 
work is already done for me. Then, when the computer is busy doing my 
work for me, I go off and lead my glamorous life.... 

So let's look at the many ways in which Camera Raw and the File Browser 
can work together to help you to be more efficientand more productive. 


Figure 4-15 
Entering a 
copyright notice 


The easiest way to add 
copyright notices 5 to save 
a metadata template that 
you canapply quickly to 
the selected images. 


You can also select the 
imagesand type the 
copyright notice into 
the Copyright field in 
the Metachta palette. 
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Selecting and Sorting 

One of the biggest bottlenecksin a raw digital workflowis in making your 
initial selects from a days shoot. The File Browser helps in getting past 
this bottleneck with the Flag and Rank features. 

I start by copying the files from the camera media to my hard drive—I've 
learned from bitterexperience to avoid opening images directly from the 
cameramediainall but the direst emergency. Then I point the Fie Browser 
at the folder full of raw images and wait the few minutes while it builds 
the thumbnailsand previews and reads the metadata. 

Next, I enter my copyright notice on all the images by pressing Com- 
mand-A to Select All and either using a metadata template from the Meta- 
data palette menu or clicking in the copyright field in the IPTC section of 
the Metadata palette and typing in the notice manually--see Figure 4-15. 


| Fie ton Aroma sot ew | (OCGA) 
CA 
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Figure 4-16 
Show flagged 


Using the keyboard 
shortcuts to advance from 
image to image and to 
apply the fiag, I look at 
each image witha large 
preview, flag the keepers, 
and do nothing with the 
rejects. 


Once I've examined each image, I 
collapse the palettes so that only the 
thumbnailsare showing and choose 

Flagged Files from the Show menu so 
that I can start sorting and editing the 


Yes/No sorting. For simple binary sorts, I set the Fie Browser to show a 
large preview, and then I use the arrow keys to advance from one image 
to the next. For the keepers, I press Command-' (apostrophe) to apply 
the Flag attribute. The rest I simply bypass (thoughI may rotate images 
that need it by pressing Command-[or Command-|]to rotate them left or 
right, respectively). 

When I've gone through all the images, I choose Flagged Files from 
the main window's Show menu, so that Ican start processing the keepers 
without being distracted by the rejects —see Figure 4-16. (Of course, later 
on Pll probably choose Unflagged Files from the Show menu so that I can 
take a more nuanced look at the rejects.) 





©2001 David Stoecklein 


keepers. 


Figure 4-17 
Ranking images 


To rank images with the 
Rankfield visible, press 
Option-Enter; or click on 
the Rankfield to select it, 
and then type the mnk 
and press Enter to 
confirm it. 


To rank images with 
the Rankfield hidden, 
choose Rank from the 

File Browser Editmenu 
and then type the rank in 
the ensuing dialog box. 
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Sorting by rank. If a yes/no/maybe appmach appeals to you more than 
a straight binary choice, you can use the Rank feature instead of the Flag. 
If you want to use ranking, its usually a good idea to choose Show Rank 
from the File Browsers View menu so that you can actually see what you're 
doing. Press Option-Enter to highlight the Rank field; then type a for yes, 
bfor maybe, c for no, and hit Enter again to confirm the entry—see Figure 
4-17. However, you can add ranking to images and search by rank, even 
when the Rank field is hidden —its just a bit more mysteriousthat way! The 
keyboard shortcuts wont work when the Rank field is hidden, but you can 
choose Rank from the File Browser's Edit menu and then type the rank into 
the dialog box that appears. 
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Figure 4-18 
Search and sort by rank 


To sort by rank, choose 
Rank from the Son 
menu (you can change 
the order by selecting or 
deselecting Ascending 
Order). 





If you want go quicklythrough all the images, assigningarank, you can 
rank the first image and then press Tab to advanceto the next image with 
the Rank field already highlighted, ready for input. When you're done, you 
can either choose Rank from the Sort menu to sort by rank or use Search 
to find just the yesses, just the nos, or just the maybes—see Figure 4-18. 





To search by rank, click the Search tool, then 
enter the desired rank under Criteria 


You can also select multiple images and apply the same rank to all of 
them, but to do so you need to select the images, then choose Rank from 
the File Browser's Edit menu-1f you try to use the Option-Entershortcut, 
1t simply highlights the Rank field for the first selected thumbnail and 
deselects the rest. 

Ranking, of course, isn't limited to three levels. You can enter up to 
16 characters in the Rank field (if you really think you can keep track 
of 1E+16 possible levels of excellence—-or, for the math-challenged, 
9,999,999,999,999,999 possible ranks). For most of us, using either 
single digits from 0-9 or single letters from a-z provides more than enough 
flexibility. 


Sequencing. Last but not least, if you’re the type who thirks in terms of 
sequencesof images rather than single images, you can drag the thumb- 
nails into the order you want, justas you did with film on alight table —see 
Figure 4-19. Once you've sequenced the images, you can use Batch Re- 
name to rename the files, including a numbering scheme that reflects 
your custom sort order. 


Chapter 4: The File Browser 129 


Figure 419 
Custom sort order 


To create a custom sort 
order, simply select the 
images and then drag 
them justas you would 
on a light table, 





Insertion point Image outline 


Applying Camera Raw Settings 

The slowest possible way to process raw imagesin PhotoshopGS is to open 
them one by one, make adjustmentsin Camera Raw, click OK to open the 
image in Photoshop,and then save it. Unless you're working for an hourly 
rate, I don't recommend this as a workflow. 

Instead, | usually apply Camera Raw settings to each image as metadata 
usingthe Apply Camera Raw Settings command from the Edit menu —see 
Figure 4-20. Then I either open all the images at once or run a batch pro- 
cess so that I don't have to wait for Camera Raw to process each image 
individually. Much of the time, the goal is simply to deal with alot of images 
and try to make them all good. When I've whittled the workload down to 
the few that I'll try to make perfect, I may revisit each one in Camera Raw 
and apply carefully customized settings to make them perfect, but even 
then I'll almost certainly run a batch processto convert them and prepare 
them for final editing in Photoshop. 
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Figure 4-20 
Apply Camera Raw 
Settings 














The outlined images all 
need similar edits. 














I open the first image in 
Camera Raw and make 
some quick edits. At this 
stage in the process, I'm 
aiming for improvement 
rather than perfection— 
doing a rough edit to the 
images at this stage will 
aid in making final 
selections later, to 

which more polished 
edits will apply. 

















Space: [Prorhoto ras _ Size: | 2464 by 1648 4) | Saturation 0 | 





Applying one image's settingsto others. Thesimplestway to process 
a bunch of similar images is to edit one in Camera Raw and then apply 
thoseedits to the others. With a contiguousseries of images, I edit the first 
one, then select both the edited image and the other similarcandidates—I 
just go to the last image in the series and Shift-click. Then I choose Apply 


Figure 4-20 
Apply Camera Raw 
Settings, continued 


I select all the images that 
need the same edit, and 
choose Apply Camera 
Raw Settings from the 
File Browser's Edit menu. 
Then I simply choose First 
Selected Image from the 
Settings menu, and click 
Update. 


The edits I made to the 
first image are applied 

to all the otherimages in 
the selection. Later, I may 
return to each image and 
fine-tunethe individual 
settings, but this is a 

very quick way te apply 
ballpark edits to lots 

of images. 
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Camera Raw Settings from the Pile Browser's Edit menu and choose F 1 t 
Selected Image from Camera Raws Settings menu. 

With noncontiguous images, I again edit the first one in Camera Raw. 
Then I selectthe other images by Command-clicking, choose Apply Cam- 
era Raw Settings from the File Browsers Edit menu, and choose Previous 
Conversion from Camera Raws Settings menu. 
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Figure 4-21 
Working wah 


saved settings 


These settings are all 
saved as presets in 
Camera Raw's Presets 
folder. Each one 
updates a single 
parameter, Exposure, 
Brightness, or Contrast. 


Working with saved settings subsets. Often, I need to apply more 
individualized settings to eachimage, so one of the first things I did when 
I first started working with Camera Raw was to save subsets of settings 
that I could apply to images. In addition to creating Calibrate settings, I've 
created saved settings for exposureadjustmentsin 0.25-stop increments, 
and Brightnessand Contrast adjustmentsin increments of 10 units—see 
Figure 4-21. I've played with saving White Balance adjustments, but thus 
far I've found them less useful because I usually need to adjust the Tem- 
peratureand Tint controlsinteractively. But I almost invariablyshoot with 
available light. If you shoot in the studio under controlled lighting, you 
may find it worthwhile to save White Balance settings too. See "Saving 


Settings" in Chapter 3, Using Camera Raw. 





Obviously there's a trade-off between the number of settings you save 
and the ease with which you can find and apply them. F you create hun- 
dreds of subsets, your Camera Raw Settings menu will become very long 
and unmanageable. After you've spent some time applying settings from 
the Fie Browser, it should be apparent which settings are really useful to 
you and exactly what trade-off you need to make between the number of 
saved settings and the usability of the Camera Raw Settings menu. 

The key to being productive when applying subsets is to apply them to 
all the images that need them simultaneously, which boils down to selecting 


Figure 4-22 
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images that all need the same (or very similar) treatment. Forexample, Imay 
look for allthe images that need a +0.25-stop exposure boost, then for the 
ones that needa half-stop, and so on. The image thumbnails and previews 
update to reflect the new settings, so checking the preview at a reasonably 
large size gives me a good idea of their effect. 


Opening images. Once you've applied settings to an image or images, 
you canopen them and bypass the Camera Raw dialogbox by Shift-double- 
clicking. (If you're opening multipleimages, Shift-double-clickon the last 
one; otherwise you'll just change the selection.) Add Option if you also 
want to close the File Browser. 

Camera Raw then processes the images using their assigned settings 
and opens the converted imagesin Photoshop. However, if l'm dealing with 
more than a handful of images, I almost invariably run a batch process 


instead, by choosing Batch from the File Browser's Automate menu—see 
Figure 4-22. 


3atch dialog box | 


This batch process 
converts the selected 


images using each image's | 


individual settings. It 
then calls an action that 
sharpens, adds an adjust- 
ment layer, and saves 

the layered file as a TIFF 
adding afour-digit serial 

number to the ariginal 


document nare. 
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Using Batch. The Batch feature lets you processimages with Camera Raw 
and, optionally, rename and save them to a different location, while also 
applyingan action. Includiigan actionin the batch allows for tremendous 
flexibility in automating different tasks. For example, I use one action to 
batch the creationof 1,024-pixelJPEGsand another to save 16-bitlchannel 
TIFFs with adjustmentlayersincluded ready forediting, using Zip compres- 
sion to save storage space. Actions like these save me hours of repetitive 
grunt work, whichis after all what computers are supposed to do. 

There are, however, a few stumbling blocks that can trip you up when 
you first try to implement this kind of automation. 


» Ifyou want the batch process to save the images in a specific format, 
you need to record the saving steps as part of the action you'll call for 
the batch. 


» If you want to bypass the Camera Raw interface when you run the 
batch, you must check Suppress Fie Open Options Dialogs in the Batch 
dialog box (see Figure 4-22). It's probably a good idea to check Suppress 
Color Profile Warnings too, just in case your working space isn't set the 
way you thought it was. (It's always frustrating to start a batch process, 
go for lunch, then come back to find that the Profile Mismatch warning 
for the first image is sitting on the screen waiting for input.) 


P If your action included a save, you must check Override Action "Save 
As" Commands. Otherwise the batch will try to save each file under 
the name you used for the save when you recorded the action, and it 
will stop on the second image when Photoshop asks you if you want 
to replace the previous image of the same name. 


Figure 4-23 shows the two aforementioned actions, one for creating 
JPEGs that are converted to sRGB after the sharpening and resizing have 
been carried out on the 16-bit/channel ProPhoto RGB file, and another 
that prepares images for final editingin Photoshop by adding adjustment 
layers set to Multiply, Screen, and Overlay, and named Darken, Lighten, 
and Contrast, respectively.The action turns off the layers’ visibility so that 
when I open the image, I see it with no adjustments—-that way it's easy 
for me to decide what it needs, turn on the appropriate layers, and tweak 
their opacities to get the desired effect. I'll look at actions, batch process- 
ing, and other automation features in much more detail in Chapter 7, 
Exploiting Automation. 


Figure 4-23 
Useful actions 


y Sharp and JPEG 1024 
y Pixel Genius PhotoKit Capture Sharpener 


Width: 1024 pixels 

With Scale Styles 

With Constrain Proportions 
interpolation: bicubic sharper 
image Size 

Resolution: 72 per inch 

Convert to Profile current document 
To Profile: “sRGB 1EC61966-2.1" 


Matte: none 

in: Gigs to Go:Documents :Booga JPEGs f 
With Lower Case 

Preview: Macintosh thumbnail 


ziu Close 
A SE SE i ae 


This action, when included in 

a batch, opens the raw image and 
converts it to a 16-bitichannel RGB 
image using the assigned Camera 
Raw settings. It thenadds a Curves 
adjustment layer (with no curve 
adjustmentapplied) set to Multiply, 
renames the layer as “Darken,” and 
hides it. It adds two more such 
uryers, one set to Screen and 
named “Lighten,” another set to 
Overlay and named “Contrast.” 


Finally, its a w the image as a 
16-bitichannel TIFE with ZIP 
compression applied to both the 
image and the layers. When I 

open the file, it's ready for editing 
without my having to do the grunt 
work of adding the layers and 
setting the blending modes. 
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This action when included in a 
batch, opens the mw image and 
converts it to a 16-bit/channel RGB 
image using the assigned Cam- 
era Raw settings. It then applies 
Pixel Genius's PhotoKit Capture 
Sharpener, downsizes the image to 
1,024-pixel width, sets the resolu- 
tion to 72 ppi, converts the image 
to SRGB, downsamples to 8 bits/ 
channel,and s a w the result as a 
JPEG witha qualityof 10. 


$ 
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It's Smart to Be Lazy 


Any way you slice it, shooting digital virtually guarantees that you'll 
spend more time in front of the computer and less time behind the lens. 
But the power of automation is there to let you make sure that when you 
aresitting in front of the computer, you're doing so because your critical 
judgment is required. 

Digital capture involves processing masses of data—the files them- 
selves may be smaller than film scans, but you'll almost certainly have to 
deal with a lot more of them. One of the great things about computers is 
that once you've figured out how to make the computer do something, you 
can makeit do that something over and over again. So if you find yourself 
doing the same things to images over and over again, you can save yourself 
a great deal of work by teaching Photoshop how to do them for you. That 
way, you can concentrate on the exciting stuff. I'll look at automation in 
detail in Chapter 7, Exploiting Automation. But first, Pll take a step back 
and look at the bigger picture as I build a workflow from start to finish in 
the next chapter, It's All About the Workflow. 


It’s All 
About the 
Workflow 


That's Flow, Not Slow 








In the previous two chapters, I've shown you how to drive Camera Raw 
and the Fie Browser in detail (some might say excruciating detail). But 
knowing what buttons to push to get the desired result just means you 
know how to do the work. To turn that understanding into a practical 
workflow, you need to understand and optimize each part of the process. 
So in this chapter, lIl look at some important details, but Pl put them in 
the contextof the big picture. 

There are four basic stages in a raw workflow. You may revisit some 
of them--going back and looking at the initial rejects, or processing the 
images to different kinds of output file-—but everything you do falls into 
one of four stages. 


» Yo start by copying the raw images to the computer. 


» You pointthe File Browser at the newly copied images and let it cache 
the thumbnails, previews, and metadata. 


P» You work with the images in the File Browser, selecting, sorting, 
applying metadata, and editing with Camera Raw. 


> You process the raw images to output files. 
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In this chapter, Pll look at all four stages of the workflow, but the 
majoremphasisis on the work you do in the File Browser, because the File 
Browser really is command central for an efficient raw workflow. 


The File Browser 


The File Browser lets you make your initial selects, add copyright and 
keyword metadata, sort your images in the order you want, rename them 
to reflect that order, and apply Camera Raw settings that get the most out 
of the capture. 

By far the most efficient way to convertthe raw files to output files is to 
do so as a batch, using the selected images in the Fie Browseras a source. 
Once you've completed your work in the Fie Browser, it's trivial to produce 
different versionsof your imagesfor diierent purposes—low-res JPEGsfor 
web or email, higher-res JPEGsor Web photo galleries for client review, or 
16-bit high-res images delivered into Pbotoshop for final polishing prior 
to final delivery. 

But you need to do the work in the Fie Browserfirst, and since it forms 
the basis for just about everythingelse you do, it's important to understand 
just how that work gets saved and store by Photoshop. So let me state, very 
clearly, what information each of these key components stores. 


» Image thumbnails, previews, flagging, ranking, rotation, and sort order 
are stored in the File Browser cache. 


> All the other information about your images—keywords, and every- 
thing that appears in the Metadata palette—is stored in the sidecar 
xmp file, with the possible exceptionof Camera Raw settings. You can 
choose whether to store these in the sidecar .xmp or in the Camera 
Raw database. I recommend storing them in the sidecar .xmp files for 
reasons that will become apparent later in this chapter. 


Understanding how to handle the Fie Browser cache and the sidecar 
xmp files is key to building an efficient workflow. Without this under- 
standing, you're liable to wind up cursing as you redo work you thought 
you'd already completed. So I'll be referring to the cache and the .xmp 
files throughout the chapter. 
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The first order of business, though,isto transferyour raw images safely 
to the computer so that you can begin working with them. So I'll start by 
looking at the very first stage of the workflow—getting your images off the 
camera storage media and onto your hard drive——because mistakes made 
there can wreck your entire day's shoot. 


Storing and Transferring Raw Images 


The workflow starts with your in-camera storage media, typically but not 
invariably Compact Flash Type I or II. Transferring your images from the 
camera to the computer is one of the most critical, yet often one of the 
least examined, stages of your workflow. The following ground rules have 
stood me in good stead for several years--I've had my share of equipment 
problems, but thus far, I've yet to lose a single image. 


> Dont use the camera as a card reader. Most cameras will let you con- 
nect them to the computer and download your images, but doing so 
1s a bad idea for at least two reasons. Cameras are typically very slow 
as card readers, and when the camera is being used as a card reader, 
you can't shoot with it. 


r Never open images directly from the camera media. 


> Dont rely on just one copy of the images—always copy them to two 


separate drives before you start working. 


> Don't erase your images from the camera media until you've verified 


the copies--see "Verifying Images," later in this chapter. 


> Alwaysformatthe cards in the camera in which they will be shot, never 


in the computer. 


Following these rules may take a Little additionaltime up front, but they 
will save you time in the long run. 


Camera Media and Speed 


All CF cards are not created equal, but vendor designations like 4x, 24x, 
40x, Ultra, and Write Accelerated aren't terribly reliable guides as to the 
performance you'll get with your personal setup. 
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There are two distinctly different aspects to CF card speed. 


> Your burst shooting rate is dictated by the speed with which the CF 


card writes images in the camera. 


> Your image offloadingspeed is dictated by the speed with which im- 
ages can be read from the CF card onto your computer's hard disk. 


In either case, the bottleneckmaybe the CF Card, or it may be the hard- 
ware used to write to it (your camera) or read from it (yourcard reader). 


Compact Flash write speed. Most of today's high-speed CF cards can 
write data as fast as the camera can send it. However, older cameras may 
not be able to deliver the data fast enough to justify the premium prices 
the fastest cards command. 

One good source of comparative data on different cameras’ write 
speeds to different cards can be found on Rob Galbraith's web site, www. 
robgalbraith.com—look for the CF Databaselinkon the front page. Note 
that the database no longer gets updated for some older cameras, so if 
the notes say something to the effect of "this camera will benefitfrom the 
fastest card available," look in the table to check which card that actually 
was and when that page was last updated. 


Compact Flash read speed. The card reader and even the operating 
system can play an equal role in determining read speed to that of the 
card itself. Card readers almost invariably use one of three interfaces: USB 
1.1, USB 2.0, or FireWire. 

Almost any card available today can max out the speed of a USB 1.1 
reader. In theory, USB 2.0 is faster than FireWire, but in practice, as the EPA 
says, "your mileage may vary"—I've generally found FireWire to be both 
faster and more reliable than USB 2.0, particularly with fast cards such as 
the SanDisk Ultra ll and Extreme and the Lexar 40x product lines. 

Mac OS X users should take note that OS X versions prior to Panther 
(OS 10.3) were very slow at reading 2GB and larger cards that use FAT-32 
formatting. Panther fixed the problem. 


Microdrives. In addition to solid-state Compact Flash cards, micro- 
drives—-miniature hard disks in Compact Flash form factor —are also 
available. Microdrives were introduced when solid-state CF cards were 
still quite limited in both speed and capacity. 


ae ' 
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Today, solid-state. CF cards have outstripped microdrives in both ca- 
pacity and speed, and they also have enormous advantages in durability. 
Like all hard drives, microdrives use moving parts machined to very fine 
tolerances, so they don't respond well to impacts —1ts easy to destroy both 
the data and the drive itselfbydroppingit. Solid-stateCF cards area great 
deal more robust—while I don't recommend abusing them in any way, I 
have one that survived being run over by a Ford Explorer! 

Basically, microdrives seemed like a good idea at the time, but you're 
much better off using today's fast solid-state CF cards —you can keep the 
microdrives around for emergencies. 


Secure Digital (SD) cards. If microdrives are the wave of the past, Secure 
Digital (SD) cards are the wave of the future, though at the time of this 
writing only a coupleof camerassupport them. The main impetus behind 
the development of SD is the built-in encryption, which is inviting for the 
music and movie industries, since it will let them distribute copyrighted 
material digitally. 

For camera use, SD is simply too new for me to be able to say much 
about it, other than that it's currently a little slower than the fastest CF 
cards and the capacities are still lower than the largest CF cards. Both 
of these statements are subject to change. All the recommendations for 
handling and using CF cards apply equally to SD. 


Formatting Camera Media 

Always format your camera media, whether CF card, microdrive, or SD 
card, in the camera in which it will be used! Your computer may appear 
to let you format the card whileit's loaded in the card reader, but it's quite 
likely thatit will either do so incorrectly or offer you a set of options from 
which it's easy to make the wrong choice. 

Formatting CF cards on Windows systems can, at least in theory, be 
done correctly, but the only time Id recommend doing so is if you've used 
software supplied by the card vendor to perform data recovery or diag- 
nostics and the software recommends formatting. Formatting CF cards 
under any flavor of the MacOS is a recipefor disaster. Formattingcards in 
the camera in which they will be used is always safe and guarantees that 
the format will be the one your camera can use. 
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Tip: When Disaster Strikes. Ifyou wind up with a card that's unreadable 
but contains data you want to recover (it's rare, but it can be caused by doing 
things like pulling the card out of the reader without first ejecting it in soft- 
ware),do notformat it! Doing so will guarantee that any data that was still 
on the card will be permanentlyconsigned to the bitbucket. Major CF card 
vendors such as SanDisk and Lexar include data-recovery software with the 
cards (whichfor my moneyis sufficient reason to stickwith those brands). 
Before attempting anythingelse, try the recoverysoftware. If that fails,and 
the data is truly irreplaceable, several companies offer data recovery from 
CF cards, usually at a fairly heftyprice——a Google search for" Compact Flash 
Data Recovery" will turn up all the major players. 


Camera Card Capacities 

Bigger isn't always better,and in the case of CF cards, large capacities often 
come at premium prices. A 4GB card will generally cost more than twice 
as much as a 2GB one, and so on. 

Using two smaller cards rather than one big one offers an immediate 
workflow advantage. When the first card is fall, you can switch to the sec- 
ond one to continue shooting while the first card is being copied to the 
computer. By the time the second card is full, the first one will have finished 
copying, and you can format it in the camera and continue shooting. 


Acquiring Images 

I always copy images onto a hard drive before attempting to open them. 
(Actually,I always copy the images onto two differenthard drives. I may 
be paranoid, but I've yet to lose a digital capture.) 

It's possible to connect the camera to your computer and actually open 
the images while they're still on the CF card. It's likewise possible to put the 
CF card in a card reader and open the images directly from the CF card. 
But "possible" doesn't mean it'sa good idea! It's possible to run a Porsche 
on keroseneor to perform brain surgerywith a rusty Phillips screwdriver, 
and I consider either one about as advisable as opening images directly 
from the camera media. 

Į always copy to two hard drives for the simple reason that hard drives 
break, usually at the least convenientmoment they could possibly choose 
to do so. If you simply can't take the time to make two copies, consider 
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setting up a mirrored (notstriped) RAID array. Mirrored RAID arrays copy 
the data to two drives simultaneously, so unless both drives fail simultane- 
ously (whichis extremely unlikely), you'll always have a copy of the data. 

You can even kill two birds with a single stone by using a casing that 
allows hot-swapping of the drives, and use the drive mechanisms them- 
selves, suitably boxed, to archive the data—hard disks are much faster 
than CD-R or DVD-R; will almostcertainlylast at least as long, particularly 
if they're simply being stored; and can cost less than a dollar per giga- 
byte—-see the next section, "Archiving Images." 

However you choose to accomplishthe task, my overriding recommen- 
dation is that you wait until the copy from camera media to hard drive is 
complete before you try to do anything at all to the images. 


Archiving Images 
I've heard of photographers who don't bother to archive their raw images 
once they've processed them to gamma-corrected color ones. Thatseems 
about as sensibleto me as throwing out all your negatives because you've 
made prints that you like! Given the huge amount of processing that goes 
into converting a digital raw capture and the fact that the techniques for 
doingsaid conversionsare only likely to get better, 1t seems extraordinarily 
short-sighted at best not to archive your raw captures. 

The issues then become when, in what form, and on what media you 
archive them. 


When to archive. I confess that there may be an element of superstition 
in this, but I like to archive my raw captures preserving the original file 
names and folder structures createdinthe camera, before doing any edit- 
ingof the images or the metadata. When I first copy the raw images to the 
computer, I always copy them to two differentdrives. One copy becomes 
my working copy, the other serves first as a short-term backup and then 
as a long-term archive. 

Once I've done my selecting, sorting, ranking, and renaming, and I've 
applied initial Camera Raw edits, I archive this too. Yes, it makes for a heavy 
storage requirement, but storage space is relatively inexpensive, time is 
expensive, and images are irreplaceable. 
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What toarchive. Youshouldarchiveanythingyouwant yourself or some- 
one else to be able to retrieve at some unspecified time in the future. It's 
really that simple. 

Don't confuse archives and backups. Backups are usually automated, 
incremental copies that reflect the current state of your system. Archives 
are long-term storage, designed to remain undisturbed unless and until 
the datais required. An archiveisn't a substitute for backups, and backing 
up isn't a substitute for archiving! 


Archive media. Strictly speaking, there's no such thing as an archival 
medium for digital storage—any of the even slightly convenientsolutions 
available for recording ones and zeroes will degrade over time. Archives 
must be maintained! 

There are redly two problems in archival storage. The obvious one is 
the integrity of the storage medium. The less obvious but equally critical 
one is the availability of devices that can read the storage medium. There's 
probably still magnetic tape from 1970s mainframes that has good data 
on it, but good luck finding a drive that can read it. 

Any archiving strategy must include periodic refreshing of the data onto 
new media, preferably taking advantage of improvementsin technology. 
I've migrated most of my early-90s CD-ROMs onto either DVD-Rs or to 
large-capacity hard disks, and unless something better comes along I'll 
probably refresh that data onto the larger, faster, cheaper hard disks that 
will be available in three or four years. 

Burnable CDs and DVDs, both read-only and rewritable, differ from 
commercially pressed CDs and DVDs in an important way. In the com- 
mercially manufactured disks, the data is stamped on a foil layer made 
of metal. (It'sabout the same thickness as the foil in a cigarette pack, but 
it's metal nonetheless.) Burnable CDs and DVDs use aphotosensitive dye 
layer to record the data —the dye changes color when the laser writes to 
it. Photographers should be well aware of the fragility of dyes.... So use 
whatever storage medium you find convenient, but recognize that it will 
fail, and plan accordingly. 
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Loading Images in the File Browser 


Once you've copied the raw files to your hard disk, the next thing to do 1s 
to point the Fie Browser at the folder containing the raw images. The Fie 
Browser is command central for dealing with hundreds of images. You'll 
use it to make your initial selects, to apply and edit metadata including 
Camera Rawsettings, and to control the processingof the raw images into 
a deliverable form. 

But before you start doing any of these things, give the File Browser 
a few minutes to generate the thumbnails and previews and to read the 
image metadata. Doing so serves two purposes. 


> Editing, and in particular the display of previews, goes much faster 
once the File Browser has generated and cached the thumbnails and 
previews. I've heard several complaintsto the effect that the File Brows- 
er 1s agonizingly slow for editing, but when pressed, 1t always seems 
that those who complain fail to wait the couple of minutes to let the 
File Browser get itself organized, with the result that it is indeed ago- 
nizingly slow. 


> If there's a problem with any of the raw files, it will almost certainly 
show up in the Fie Browser, so you can deal with it beforeyou reformat 
the camera media and lose the original data. 


If you don't let the File Browser build its cache before you start working, 
you'll be fighting every inch of the way, so letit take the short time it needs 
to cache the images before trying to do anything else—-see "Feeding the 
Cache," later in this chapter, for more detail on the process. 


Key Preference Settings 

Four key preference settings will help your work go smoothly, one set in 
Camera Raw, the others in the File Browser. My advice is to set 'em and 
forget'em, because it's extremely unlikely that you'll ever want to change 
them. Justremember to check them in the event that you're forced to do 
a clean installation of either your OS or Photoshop, because either one 
may trash the preferences. 
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Camera Raw Preferences. Open a raw image to launch Camera Raw. Make 
sure that the Advanced radio button is set, then choose Preferences from 
the Camera Raw menu and make sure that your Camera Raw Preferences 
are set to "Save image settingsin sidecar “.xmp” files”—see Figure 5-1. 








Figure 5-1 
Save image settings 
Save image settings in: cam 
Apply sharpening to: 
File Browser Preferences. The first two of these settings are manda- 
tory for a reliable workflow. The third is merely strongly encouraged —see 
Figure 5-2, 

Figure 5-2 
File Browser Preferences 


Do Not Process Files Larger than: [200 | MB 
Display: [10 | Most Recently Used Folders in Location Popup 
Custom Thumbnail Size: [480 | px Wide 


O Parse XMP Metadata from Non-image Files 
MÍ Keep Sidecar Files with Master Files 





» Keep Sidecar files with Master Files. This option must be checked. 
When itis, the Fie Browser automaticallymoves or copies the sidecar 
files whenever you move or copy imagesusing the Fie Browser,so your 
metadata travels with the image. If itisn't, you'll havea merry old time 
trying to find where your keywording and metadata have gone. 


» High Quality Previews. You want these. When this option is unchecked, 
the previewsare soft and heavily pixellated, and they don't showaccu- 
rate color. The high-quality previews let you see a large enough preview 


Figure 5-3 
Getting directory file list 
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to judgethingslike facialexpression and focus, and theyre indispens- 
able when youre making selects or sorts. 


> Allow Background Processing. I strongly recommend keeping this 
turned off if you're in anything resembling a hurry. When it's checked, it 
lets the File Browser continueto cache thumbnails and previews while 
you do something else. Even on a fast machine, it severely degrades 
the foreground performance, and the Fie Browser takes far less time 
to build its cache when it's running in the foreground than it does as 
a background process. 


Feeding the Cache 

The Fie Browser's cache holds the thumbnails, previews, sort order, and 
flagging information for each folder at which you pointit. The Fie Brows- 
er's Fie menu has several commands that let you work with the cache, 
which I'll look at a little later, but the first order of business 1s to let the 
Fie Browser build it. 

When you point the File Browser at a folder of raw images for the first 
time, it goes to work. The first thing you'll see is a message that reads “Get- 
ting directory fle list" for a brand-new folder, or "Updating directory file 
list" if the Fie Browser has already seen the folder but the contents have 
changed—see Figure 5-3. 
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Even with severalhundred images, the "Getting directoryfile list" mes- 
sage flashes by so quickly that if you blink, you may miss it. The second 
message that appears is “Getting filename thumbnail." and this one takes 
a littlelonger, since it's extractingthecamera-created thumbnailfrom the 
raw images—-see Figure 5-3. 


Figure 5-3 
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Next, the Fie Browser reads the metadata for each image. Some of the 
metadata, such as the EXIF metadata, is generated in the camera, while 
other metadata, such as the Fie Properties metadata, is generated on the 
fly by the File Browser. Again, the File Browser displays a status message 
to let you know what it's doing—see Figure 5-4, 

The last phase of the initialcache-building process is also probably the 
most crucial--generating previews. In this phase, the File Browser also 
uses Camera Raw to build higher-quality thumbnails than the ones that 
appear initially. (They're downsampled versions of the result you'd get if 
you processed the raw file using the current Camera Default settings for 
the camera that shot the images in Camera Raw.) If you look closely, you 
can see the thumbnails updating. The status message reads "Generating 
filename preview''--see Figure 5-5. 


Figure 5-4 
Gettingmetadata 


All images ©2001 
David Stoecklein 


Figure 5-5 
Generating previews 


All images ©2001 
David Stoecklein 
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High-quality 
thumbnails 


Camera- 
generated 
thumbnails 


Once the Fie Browserhas completed the processof generating the pre- 
views, it displays a message that states the number of images in the folder, 
indicating that it's ready for you to start working. Large previews appear 
almost instantaneously when you advance from one image to another, 
allowing you to see each image in sufficient detail to apply a yesIno flag 
or a more nuanced rank. See Figure 5-6. 
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Figure 5-6 
The cached images 


All images ©2001 
David Stoecklein 











Verifying Images 

Asecond important reason why it's always a good idea to wait until the File 
Browser has generated the previews before reformatting the cameramedia 
is that if Camera Raw has any problem reading the images, the problems 
will only show up on the high-quality thumbnail and preview. The initial 
thumbnails are the camera-generated ones, and they don't indicate that 
the raw file has been read successfully. The high-quality ones doindicate 
that the raw file has been read successfully, so wait until you see them 
before erasing the raw image files From the camera media. 

If you dosee a problem at this stage, check the second copy (if you made 
one)or go back to the cameramedia— you haven'treformatted it yet, right? 
It's fairly rare for the data to get corrupted in the camera (thoughit does 
sometimes happen), so the first suspect should be the card reader. 

If you have only one reader available,try copying the problem images 
one by one. If you have a second reader available, try copying the files 
using the second reader. If this copy fails, try running the rescue software 
provided by the card vendor. If none of these suggestions work, your op- 
tions are to reshoot, to accept the loss and move on, or to resort to an 
expensive data-recovery service. 
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Interrupting the Cache 

In an emergency —ifyouneedto see and start workingwith aspecific image 
right now—you can force the Fie Browser to read all the data and build the 
preview for that image by selectingit in the File Browser. The File Browser 
will give preference to that image, and generate a preview quickly. 

You can also scroll the File Browser window to give preference to a se- 
ries of images—the File Browser always builds previews for those images 
whose thumbnails arecurrentlyvisible in the main window. But there's no 
such thing as a free lunch. When you open an image in Camera Raw, the 
File Browser will stop processing the rest of the images (unless you have 
its Preferences set to allow background processing, in which case your 
foreground performance will suffer). And when you bring the Fie Browser 
back to the foreground, it will resume building the cache. 


Tip: Download to Your Fastest Drive. The cache-building process 
is largely dependent on disk speed, so the faster the drive to which you 
download the raw images, the faster the File Browser will build the cache. 
Considerdedicating a partition on your fastest drive, the same size as your 
camera media, for downloadingand caching your raw images. 


Caching Multiple Folders 

Some camerascreate subfolders on the camera media with 100 imagesin 
each. If you use larger-capacity cards, you may have three or four image 
folders. The fastest way to deal with multiple folders is to copy all the im- 
age folders to a single enclosing folder. Then, when the copy 1s complete, 
point the Fie Browser at the enclosing folder and choose Build Cache for 
Subfolders from the File Browsers Fie menu. Contrary to what the online 
help says, Build Cache for Subfolders simply does that—it builds a cache 
for each subfolder in the enclosing folder, reading the thumbnails and 
metadata and generating previews for all the images contained in the 
suhfolders. It displays a progress bar so you'll know when it's done. 

Wait until the Fie Browser has finished buildingits cache before you try to 
do anything to the images. The typical tasks you perform in the Fie Browser 
include renaming, sorting, flagging or ranking, applying rotation, entering 
keywords and IPTC metadata, and applying Camera Raw settings. 
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Working with the images 


Figure 5-7 
Eniering a 
copyright notice 


To enter a copyright rotias 
for all images, select all the 
thumbnails, then click to 
highlight the Copyright 
field in the Metadata 
panel and enter your 
copyright notice, or... 


„if youve saved a 
metadata template, 
simply choose it from the 
Metadata palette menu. 





The absolute order in which you perform tasks l 1 e selecting, sorting, re- 
naming, keywording, and so on, isn't critical, so the order in which PH 
discuss them is, I freely admit, arbitrary. But in those cases where the 
result of one task depends on the prior completion of another, T'U point 
that out. I do, however, offer one golden rule. 

Start with the operations required by the largestnumber of images, and 
complete these before you start handling individualimages on a case-by- 
case basis. For example, the first thing I always do with a folder full of new 
raw images is to enter my copyright notice—-see Figure 5-7, 
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Figure 5-8 
Picking selects 
by thumbnail 


Command-click to add 


discontiguous images to $ 


the selection. 
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Similarly, f you know that you want to add the same keyword or key- 
words to all the images in a shoot,do it now (see "Applying Keywords and 
Metadata," later in this chapter). But if you don't care about copyrighting 
or keywording your rejects, you can make your initial selects first. 


Selecting and Editing 

Some photographers like to do arough applicationof Camera Raw settings 
on all the images before they start making selects by flagging or ranking. 
Then they look at a large preview for each image and apply a flag or rank 
accordingly. Others may take a quick scan of the thumbnails and weed 
out any obvious junk before proceeding. Still others may want to do key- 
wording and metadata editing before they start making selects. The File 
Browser can accommodate all these diierent styles. 

So startout by loadinga File Browserconfiguration that works for the task 
you want to start with—if you need to refresh your memory on configuring 
the Fie Browsers layout for differenttasks and saving those layouts as work- 
spaces, see “Configuring the Fie Browser" in Chapter 4, The File Browser. 


Selecting by thumbnail. Tf the large or custom thumbnail view lets you 
see enough detail to make initial selects, choose an all-thumbnail view, then 
click-select the keepers or the rejects, whichever js easier. Shift-clicking selects 
all contiguous files between the last-selected image and the one on which 
you click, Command-clicking selects discontiguous images one at a time. 
See Figure 5-8, 


"teh Automate Son Vier | |) [C] (9) 00 0 


To selecta 
contiguous 
range of 

~ images, click 
the firstand 
then Shift- 
click the last. 
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Figure 5-9 
Picking selects 
by preview 


Make the Preview palette 
as large as possible. 





Once you've made your selection, you can apply a flag or rank—see 
"Flagging" and "Ranking," later in this chapter. 


Selecting by preview. To see more detail, you can look at each image's 
preview to make flagging or ranking decisions. Choose a layout that lets 
you see the largest preview possible, witha single column of thumbnails. 
The up and down arrow keys let you navigate from one thumbnail to the 
next and display the corresponding preview--see Figure 5-9. 


Use the up 
and down 
arrow keys 

to move from 
one image to 
the next. 


You can apply flags or ranks as you go—-see the following sections, 
"Flagging," and "Ranking." 


Flagging. To toggle the flag as an attribute for one or more selected im- 
ages, click the Flag icon in the File Browser's toolbar, or press Command-' 
(single quote). (Or, if you're being paid by the hour, choose Flag from the 
File Browser's Edit menu) 

If the selection contains both flagged and unflagged images, the first 
applicationof the Flagcommand flags the unflagged images and preserves 
flageing for the flagged ones. When all the selectedimages have the same 
attribute (allflagged, or all unflagged), the command acts as a toggle, flag- 
ging unflagged images or removing the flag from flagged ones. 

Once you've applied the flag, youcan segregatethe flagged and unflagged 
imagesin any of the following four ways—see Figure5-10. 
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Figure 5-10 
Working with 
the Flag attribute 
choose 
Choose Flagged Files Flagged Files 
from the File Bmwser's from me Eile 
View menu. Browser's 
Show menu. 


Click the search tool, 
then enter Flag is 
Flagged as your Criteria, 
optionally including 
subfolders. 





> Choose Flagged Files or Unflagged Fies from the File Browser's Show 
or View menus. 


» Press Command-Shift-A to select all flagged files. 


> Choose Flag from the Fie Browser'sSort menu to change the sæt order 
to display ail flagged files before the unflagged ones. 


» Click the search tool in the File Browser's toolbar, or choose Search from 
the Metadata palette menu; then, in the Search dialog box, choose Flag 
from the Criteria menu and "is flagged" or "is unflagged” from the ac- 
companying popup. The search results then appear in the "virtual" 
Search Results folder, and the File Browser points to the Search Results 
folder. (This is the only option for searching multiplefolders—point the 
Fie Browser at the enclosingfolder and check Include All Subfolders.) 


Flagging is great for making quick, yes/no, binary decisions—-keep or 


reject —but for more nuanced choices, you need to use the Rank feature. 


Ranking. To rank images one by one using the large preview, first make 
sure that Show Rank is checked in the File Browsers View menu. Then 
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Figure 5-11 
Ranking images 


Figure 5-12 
Working with rank 








select the first image and highlight its Rank field either by clicking in the 
Rank field or by pressing Option-Enter, and enter the desired rank. 

To advance to the next thumbnail and highlightits Rank field as a single 
operation, press Tab, enter the rank, then press Tab again to confirm the 
entry, advance to the next thumbnail, and highlightits Rank field. 

To apply a rank to multiple selectedimages, choose Rankfrom the File 


Browser's Edit menu and then enter the desired rank in the ensuingdialog 
box. See Figure 5-11. 


Click in the 
first image's 
Rank field 
and entera 
rank, then 
press Tab to 
confirm the 
entry and 
advance to 
the next 
image with 
the Rank 
field selected. 





To display the images in order of rank, choose Rank from the File brows- 
ers Sort menu. To display only imageswitha specificrank, click the Search 
tool in the File Browser's toolbar, or choose Search from the Metadata 
palette menu; then in the Search dialog box, choose Rank from the Criteria 
menu and make the appropriate choices in the accompanying popups. 
The search results then appear in the "virtual" Search Results folder, and 
the Fie Browser points to the Search Results folder. See Figure 5-12. 


The Search tool offers 
flexible methods for 
searching by rank, 
including the option to 
search subfolders. 


Figure 5 13 
Edit by example 
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Applying Camera Raw settings. There are basically three ways to ap- 
proach the task of applying rough Camera Raw edits to multiple images. 
Remember, at this stage in the workflow, you're simply aiming for good, 
not perfect. (Perfect comes later, when you've whittled the images down 
to the selects you'll actually deliver.) 

To work efficiently, look for and select images that requireapproximately 
the same edit Once you've done so, you can apply the edits in any of the 
following three ways-you can mix and match techniques as required. 


> Edit byexample. Select the first ofthe images that need the same edit, and 
double-clickits thumbnail to open it in Camera Raw. Make your edits — 
white balance, exposure, whatever the image needs—and then dismiss 
the Camera Raw dialog box by Option-clicking the OX button (when you 
hold down Option, the button changes from "OK" to 'Update"). 


Extend the selection to include all the other images needing that same 
edit, choose Apply Camera Raw Settings from the File Browsers Auto- 
mate menu, and choose First Selected Image from the Settings menu in 
the Apply Camera RawSettings dialog box Then click Update to dismiss 
the dialog box and apply the settings to the selected images. 


Or, edit the first image, then select the other images needing the same 
edit, choose Apply Camera Raw Settings from the Fie Browser's Auto- 
mate menu, and choose Previous Conversion from the Settings menu 
in the Apply Camera Raw Settings dialog box See Figure5-13. 





Include the edited image in the selection choose Previous Conversion 
and choose First Selected Image from the from the Settings menu. 
Settings menu, or... 
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Figure 5-14 
Edit by presets 





> Edit by presets. If you've saved presets for Camera Raw—see "Saving 


Settings" in Chapter 3, Using Camera Raw, if you need a refresher—you 
can apply them to selectedimagesby choosing Apply Camera Raw Set- 
tings from the File Browsers Automate menu and then loading settings 
or settings subsets by choosing them from the Settings menu in the 
Apply Camera Raw Settings dialog box See Figure 5-14. 


Each saved preset adjustsa 
single parameter. This one 
increases Exposure by 0.35, or 
one-third ofa stop. 


Saving Settings Subsets as presets is particularly powerful, because you 
can simply choose them in succession. Each one affects only the pa- 
rametersrecorded when you saved it, so you can load apreset for white 
balance, followed by one for Exposure, for Brightness, for Contrast, for 
Calibrate settings, and so on. Once you're done, click Update to dismiss 
the dialog box and apply the settings to the selected images. 


Edit directly. When you click the Advanced button in the Apply Camera 
Raw Settings dialog box, you have access to all of Camera Raw's con- 
trols. You don't, however, have the preview, the clipping displays, the 
histogram, or the RGB readout, so to some extent youre flying blind. 
But once you becomecomfortable working in Camera Raw and the File 
Browser, it's fairly easy to spot images that need the Exposure bumped 
up a third of a stop, or that need a small Brighmess or Contrasttweak, 
and making those tweaks directly in the Apply Camera Raw Settings 
dialog box is quick and easy. See Figure 5-15. 


Once you've made your initial selects, you may want to revisit images 


individually and fine-tune the Camera Raw settings. 


Figure 5-15 
Edit directly 


Figure 5-16 
Sort options 
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You can adjust all the Camera 
Raw controls directly in the 
Apply Camera Raw Settings 
dialog box. 


Sorting and Renaming 


By default, the File Browser sorts images by file name, so new raw images 


appear in the order in which they were shot, because the camera applies 
consecutivenumbering to eachimage. You can vary the sortorder by choos- 
ing any of the options on the File Browsers Sort menu--see Figure 5-16. 


En “e | The File Browser's Sort menu 
Filename 


aa offers a variety of automatic 
por sorting options. If you sort by 


— dragging thumbnails in the 
prom File Browser, the sortorder 
Date Modified 

a appearsas Custom. 

Y Ascending Order 


You can alsocreate a custom sortorder by dragging the thumbnails, just 
as you would with chromes on a light table. When you do so, the Custom 
item on the Sort menu is checked. 

The File Browser will remember this sort order inside the folder in which 
1t was created. It will wen remember the sort order if you use the Fie 
Browser to move the images to a new empty folder. But if you're combin- 
ing images from several folders into a different folder, you are in effect 
creating a new sort order, and 1t may well not be the one you wanted. So 
a simple way to preserve that orderis to use the Batch Rename command 
to rename the images including a numbering scheme that reflects your 
custom sort order. 

Or you may wish to batch rename your raw images using some other 
scheme entirely. For example, my friend and colleague Seth Resnick, who 
has put more sheer ingenuity into buildinghis workflow than anyone else 


160 


Real World Camera Raw with Adobe Photoshop CS 


Figure 5-17 
Batch Rename 


I know, uses a sophisticated naming scheme that, to the initiated, at least, 
conveys a great deal of information at a glance. 

For example, he might rename a raw file called 4F3S0266.tif to 
200405215TK5R3_0001.tif. This decodes as follows. 20040521 defines the 
date on which the image was shot (May 21*, 2004), so the files are auto- 
matically sorted by date order. STK indicates that the image was shot for 
stock, and SR indicates that 1t was shot by Seth Resnick. The number 3 
indicatesthatit belonged to the third assignmentor collection of images of 
the day, while the 0001 indicates thatit was the first imagein the collection. 
The .tifis the file extension that defines the file type. Figure5-17 shows how 
to set up the Batch Rename dialog box to accomplish this renaming —to 
perform a batch rename, select the images you want renamed and then 
choose Batch Rename from the Fie Browsers Automate menu. 


Compatibility: Windows Y Mac OS [D Unix 





Tip: Always Include the Extensionas the Last Item. Remember, each 
image 1s accompanied by a sidecar .xmp file that differs in name from the 
raw file only by the extension. If you include the extension as the last ele- 
ment, and you have your File Browser Preferences set to Keep Sidecar Fies 
with Master Files, the sidecar files will get renamed correctly along with 
the rawfiles. If you fail to do so, the batch rename will fail with a message 
saying "file already exists." 


Tip: Process JPEGs Separately. The Batch Rename command is smart 
enough to handle sidecar .xmp files, but if you shoot raw and JPEG, and 
you have three files whose names are distinguished only by their extension 
ratherthan two, you need to do a little more work. First, use the search tool 
to search for all the JPEGs, and run the batch rename on them. Then use 
the search tool again to find all the raws and run the same batch rename. 
Youll wind up with correctly named raws, JPEGs, and sidecar .xmp files 
for each image. @ 


a 
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Tip: Be Careful with Length and Special Characters. To remain 
compatible with today's operating systems, your file names should be no 
longer than 31 characters, including the extension. Some antediluvian 
systems may limit you to an 8.3 (eight characters plus a three-character 
extension) file name, but those are fortunately getting rarer with each 
passing moment. For cross-platform compatibility, limit yourself to the 
lower 128 characters of the ASCI character set and avoid characters that 
have a reserved use in the operating system such as 1/:*<> or | If you 
limityourself to lowercaseanduppercasealphabeticcharacters,numerals, 
underscores, and hyphens, and only use the period immediately before 
the extension, you'll be safe. 


Batch Rename offers you the choice of renaming the images in the 
same folderor moving them to a different folder. Either way, Photoshop is 
smart enough to keep track of the cached thumbnails, previews, rotation, 
flagging, or ranking. Batch Rename doesn't, however, offer the option to 
copy the files to a new folder. If you want to keep a copy that preserves the 
original file names, the easiestway to do so is to address the issue up front, 
and copy the folder before you start working in the File Browser. 


Applying Keywords and Metadata 

The key to being efficient with keywordsandmetadatais the same as that 
for being efficient with applying Camera Raw edits. Look for and select 
images that need the same treatment, and deal with them all at once. 


IPTC metadata. The only metadata that is editable in the File Browser 
(oranywhere else in Photoshop, for that matter) is the IPTC metadata. For 
recurringmetadata such as copyright notices, metadata templates provide 
a very convenientway to make the edits. You can create and save metadata 
templates from the File Info dialog box—to open it, select a single image 
to which you want to apply the metadata, then choose File Info from the 
File Browser's File menu. 

The editable metadata is spread across three different Fie Info panels—- 
see Figure 5-18. You need to save separate templates for each panel. 
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Figure 5-18 
Savingmetadata 
templates 


Figure 5-19 
Entering metadata 






| Description p E ae aoe 
Camera Data 1 | C2004 Bruca Frases 
History $ Author: Bruce Fraser ; a Template... 
Origin Description: ; Show Templates... 
Advanced : 
| Description Writer. - ol 
Keywords: f 
7 1 Commas can be used to separate keywords 
|Copyright Stans: (Copwrained E 
4 | “8 
| Rights Reserved 
_<<<' © -°+. 
sj (Garou) 
XM msns Aonui 
Modified: 5/21/04 Format: 


Caa) GD 


Alternatively,you can select multipleimages and then edit the metadata 
directly in the Metadatapalette. Click in the first field you want to edit, and 
type in your entry. Then press Tab to advance to the next field. Continue 
until you've entered all the metadata shared by the selected images, and 
then click the checkmark icon at the lower-right of the palette, or press 
Enter or Return, to confirm the entries —see Figure 5-19. 





Keywords. Keywords show up in the IPTC section of the Metadata palette, 
but you can't enter or edit them there—you have to use the Keywords pal- 
ette. The Keywords palette contains individual keywords grouped into sets 
(representedby the folder icons). The default keywords and sets are pretty 
useless unless you know a lot of people called Juliusand Michael, but you 
can easily replace them with ones that are more useful for your purposes. 
To apply a keyword, select one or more images and then click in the 
column to the left of the keyword. A check mark appears in the column, 
and the File Browser writes the keyword to each file's xmp sidecar file. To 
remove a keyword, select the images and then uncheck the checkmark. 


Figure 5-20 
Applying multiple 
keywords 


You can drag keywords 
into a set and add any 
one-off keywords to the set, 
and then click beside the 
set name to apply all the 


keywords simultaneously 


to all selected images. 
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Deleting a keyword from the Keywords palette doesn't delete the key- 
word from any images to whichit has been applied, it only deletes it from 
the palette. So I find that it makes sense to keep only keywords I know I'll 
use a lot stored in the palette. For keywords that apply only to the current 
session, I create them in a set called Temp and delete them when Im done, 
to keep the palette manageable. 

Keyword sets let you organize keywords, but they also offer a very useful 
functionality —they let you apply all the keywords in the set to selected 
images by clicking next to the set name rather than the keyword names. 
This is the only way to apply multiple keywords to a set simultaneously. 
When you click next to a keyword to apply it, the Fie Browser insists on 
writing the keyword to all the selectedimages before it will let you apply 
the next one. Hence the followingtip. 


Tip: Sets Are Not Set in Stone. I keep an empty set called Temp (though 
it could as easily be called Fred or whatever other name tickles your fancy) 
purely for the purposeof applying multiple keywords. When I want to apply 
multiple keywords to a set of images, I drag any existing keywords I want 
to use into the Temp set and create any new ones I want to apply inside the 
Temp set. Then I click beside the Temp set icon to apply all the keywords it 
currently contains to all the selected images—-see Figure 5-20. 
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All the work you do in the File Browser is aimed at setting things up to 
produce converted versions of your chosen raw images, with the correct 
Camera Raw settings to get the tone and color you want, and includingall 
the metadata you've entered. So let's look at this last stage of the workflow, 
actually converting your raw images. 


Processing Images 


When it comes to efficiency in converting raw images, actions are the 
key. I almost always convert raw images in batches using actions rather 
than simply opening them in Photoshop. But before I look at the various 
automated options, I'll list the methods for opening raw images manually 
from the Fie Browser. 


» Press Return (Mac)or Enter (Windows),double-click, or press Com- 
mand-0, to open the selected image or images 1n the Camera Raw 
dialog box. If you select multiple images, the first one will open in 
Camera Raw. Then when you click OK to convert the image or Update 
to write the settings to the image's metadata, the second image will 
appear in Camera Raw, and so on. 


>» PressShift-Return (Mac)or Shif-Enter (Windows),Shift-double-click 
the last selected image of a contiguous selection, or hold down the 
Shift key while choosing Open from the File Browser's File menu, to 
open the selected image or images in Photoshop while bypassing the 
Camera Raw dialog box. The images are converted using the current 
Camera Raw settings in each image's metadata or, if no settings have 
been specified,using the Camera Defaultsettings for the camera model 
on which the imageswere shot. (Command-Shift-Odoesn't work, it just 
brings the Fie Browser to the foreground; and Shift-double-clicking 
with a discontiguousselectionwill turn the selectioninto a contiguous 
one and then open all the newly-selected images as well as the ones 
you wanted.) 


> Press Option-Return (Mac) or Option-Enter (Windows), Option- 
double-click, or hold down Option while choosing Open from the 
File Browser's File menu to open the selected image or images in the 
Camera Raw dialog box while closing the File Browser. 
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> Press Shift-Option-Retum (Mac) or Shift-Option-Enter (Windows), 
Shift-Option-double-clickthe last selected image of a contiguous se- 
lection, or hold down Shift and Option while choosing Open from the 
File Browser's File menu to open the selected image or images directly 
in Photoshop, bypassing the Camera Haw dialog box and closing the 
File Browser. 


Automated conversions 

These shortcuts are handy when you're dealing with a handful or so of 
images, but for industrial-strength operations, the options on the Fie 
Browsers Automate menu are much more useful. PI discuss thesein much 
greater detail in Chapter 7, Exploiting Automation, but for now I'll give 
you the 30,000-foot overview. 


Batch. Thisis the Big Daddy of all the automationfeatures,and is capable 
of doing just about anything that Photoshop can be made to do. The ba- 
sic idea, though, is that it will take selected images in the Fie Browser as 
its source and open them in Photoshop using the Camera Haw settings 
for each image. Then it runs an action on the images in Photoshop, and 
either leaves them open in Photoshop, saves them in a destinationfolder 
(and optionally, renames them in the process), or, a potential big hurt-me 
button, saves and closes the files in place. 

Most raw files are read-only in that Photoshop can't write the raw for- 
mats, but some cameras create their raw files as TIFE If you have one of 
these cameras, avoid Save and Close like the plague, because it will over- 
write your raw originals with the processed versions! 


PDF Presentation. This option lets you create a slideshow in PDF format 
ora multi-page PDF with one image per page. For the slide show, you can 
specify how long eachimagestaysonscreenand choose a transition, but you 
cant add captions or copyright notices. It's quick and easy, but limited. 


Contact Sheet Il. This option lets you build a contact sheet. You can 
specify a page sue, select how many images appear per page, choose 
whether to preserve rotation or orient all images the same way for best 
fit, and choose whether or not to include file names as captions, with the 
choice of font and size. 
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Picture Package. This option lets you produce a package of each im- 
age, with multiple copies and sizes of the image on the same page—-—for 
example, on an 8x10 page, you could specify one 5x7, two 2.5x3.5, and 
four 2x2.5 inch versions. 

You can customize the layout and add captions — automated options 
are any one of file name, copyright notice, description, credit, or title, all 
picked up from the IFTC metadata, or a custom text string. This is a sur- 
prisingly deep little feature. 


Web Photo Gallery. This option is like a contact sheet for the Web, but 
since it's a digital contact sheet, it offers the option of including feedback 
links. Like Picture Package, this feature has surprising depths, which I'll 
look at in detail in Chapter 7, Exploiting Automation. 

All the work you do in the File Browser forms the foundation for future 
automation. Images are convertedusingthe right Camera Raw settings at 
the correct orientation, and the convertedimagescontain all the metadata 
you attached to the original raws. Since this work is so important, you 
should understand how it gets saved and stored, and that means knowing 
a little about the File Browser's cache. 


The File Browser Cache 


Metadata —keywords, IFTC info, Camera Raw settings, and almost every- 
thing else that appears on the metadata palette—is stored in the sidecar 
xmp files that accompany your raw images. But previews, thumbnails, 
flag or rank information, rotation, and sort order are saved in the File 
Browser cache. 

The File Browser does a great job of keeping track of everything you do 
insidethe Fie Browser, but it has absolutely no knowledge of anything you 
do outside the File Browser. If you rename a folder outside the File Browser, 
you'll lose all the flag, rank, rotate, and sort order information, as well as 
the thumbnailsand previews that take time to build. Likewise, if you move 
a folder (which you can only do outside the Fie Browser), you'll lose the 
same information. Fortunately, there's a mechanism that lets you set up 
foldersfor work outside the File Browser and that lets you preserve the vital 
informationthrough renaming or moving; but to understand howit works, 
you need to know a bit about the File Browser's caching mechanism. 


Figure 5-21 
We Browser cache files 
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Understandingthe Cache 


You won't find a file with a name that remotely resembles "Fie Browser 





Cache" anywhere on your machine. Instead, the File Browser has 1ts own 
folderwhereit stores cache files. On Mac OS, it's the Users/yourusernamel 
Library/Application Support/Adobe/File Browser/Photoshop CS folder. 
On Windows, it's the \Documents and Settings\user\Application Data\ 
Adobe\FileBrowser\PhotoshopCs folder. It's rare that you'll have to in- 
teract with the contents of this folder directly, but knowing what they are, 
where they are, and what they contain will aid your understanding of a 
process that sometimes seems mysterious,and willsimplify troubleshoot- 
ing on those rare occasions when things go wrong. 


The live cache. Ifyou examine the contents of the File Browser’s cache folder, 
you'll find it contains three files for each folder the Fie Bmwser has seen. 


> FoldernameXXX (whereXXX is a three-digit number) is the cache for 
the camera-generated thumbnails 


> FoldernameXXXM (whereXXX is the samethree-digitnumberas the pre- 
vious file) is the cache for the metadata. It stores the flagging and rank- 
ing information along with a copy of the camera-generated metadata. 
Images that have had metadata added, including Camera Raw settings, 
have all the image metadata stored in sidecar xmp files that take pre- 
cedenceover the metadata in the File Browser cache, but the sort order, 
flagging, and ranking metadataexists only in the File Browser cache. 


> FoldernameXXXT (where XXX is the same three-digit number as the 
previous file) is the cache for the high-quality thumbnails and pre- 
views. It's usually bigger, sometimes much bigger, than the other two 
files—see Figure 5-21. 
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The File Browser creates three cache files for each folder it has read 


168 Real World Camera Raw with Adobe Photoshop CS 


Figure 5-22 
Export Cache 


These cache files are "live" —theyre updated continuously to reflect 
everything you do in the File Browser. But they have no knowledge of 
anything you do outside the File Browser--such as renaming or moving 
folders. If you move a folder to a different location, or rename it, the Fie 
Browser thinks its a new folder. Hence it starts rebuilding all the previews 
and thumbnails, and it loses any flagging or custom sort ordering you've 
applied. Fortunately, there's a way to prevent this from happening. 


The local cache. The File Browser's Export Cache command writes a 
copy of the live cache files to the folder in which you're working. The Ex- 
port Cache feature was designed to let you include the cache in a folder 
so that when you bum it to a CD or copy it to a differentdrive or machine, 
the cache informationis already there, so the Fie Browser doesn't have to 
spend the time reading metadata and generating previews. 

When you export the cache, three files are created in the folder on 
which you're working. AdobeP8M.md0 holds the metadata information, 
AdobeP8T.tb0 containsthe small thumbnails, and AdobeP8Ptb0 contains 
the high-quality previews. Whenever you choose Export Cache, all three 
files are updated to reflect the current state of the Fie Browser. So, they not 
only serve as an aid in speeding up the handling of folders transferred to 
a different location or burned to a CD or DVD, they also provide a useful 
fallback position if things do, in fact, go wrong—see Figure 5-22. 





The exported cache files 


I think of Export Cache as a Save As” command for the current state 
of the Fie Browser, because while the live cache is constantly updated, 
the exported cache files are static—they get updated only when you 
choose Export Cache again or manually delete them outside the File 
Browser. Export Cacheis useful for the purpose for which it was designed, 
but I've adopted the habit of exporting the cache whenever I do any 
significant work on a folder of raw images —1t takes only a fraction of a 
second. 
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The local cache differsfrom the main cache in one other veryimportant 
way. It moves with the folder and applies to the folder in which the Nes 
are located. So if you plan on moving or renaming a folder, use Export 
Cache first —that way, when the folder is renamed, the Fie Browser can 
use the local cache files to read the thumbnails, previews, and metadata. 
If this makes your head hurt, a good rule of thumb is, when in doubt, 
export the cache! 


Tip: Recover Lost Camera Raw Settings. The File Browser cache con- 
tains image metadata, including Camera Raw settings. But Camera Raw 
can't read the Fie Browser cache, only its database and sidecar .xmp Nes. 
If you've lost the settings for an image, check the Camera Raw section of 
the Metadata palette—the settings will almost certainly be listed there, 
and you can quickly copy them to the Apply Camera Raw Settings dialog 
box--at least it's quicker than starting over from scratch. 


Working with the Cache 


Four commands on the File Browser's Fie menu let you work with the 
cache in different ways. 


> Build Cache for Subfolders. Choosing Build Cache for Subfolders lets 
you speed up the initial caching of multiplefolders of raw images. Copy 
the folders full of raws to an enclosing folder, point the Fie Browser 
at that enclosing folder, and choose Build Cache for Subfolders. The 
File Browser then goes to work building a cache for each subfolder. 
(Don'teventry to understand the description of this featuresupplied in 
Photoshop's online help—it's quite inaccurate.) You can also run Build 
Cache for Subfolders on a single folder, which forces the File Browser 
to build the cache modally. It's very slightly faster than just pointing 
it at a folder and letting it do it's thing, and it keeps you out of trouble 
because you can't do anything until its finished building the cache. 


> PurgeCache. Choosing Purge Cache purges thelive cachef o r en t 
folder. It has no effect on local cache files created with the Export Cache 
command. Ifyou purge the cache and nothingseemsto happen, it's likely 
that you've previously exported the cache to the local folder. As soon as 
the live cacheis purged, the Fie Browseruses the localcache rather than 
rereading all the raw and rebuilding the thumbnails and previews. 
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> Purge Entire Cache. Choosing Purge Entire Cache purges all the live 
cache files —the entire contents of the File Browser's cache folder—so 
use it with extreme caution if at all. However, like Purge Cache, it has no 
effect on local cache files created with the Export Cache command. 


> Export Cache. Choosing Export Cache writes a copy of the live cache 
to the folderin which you're working. Unlike the live cache, the export- 
ed local cache doesn't try to find the folder by path name—it simply 
applies to the folder that encloses it. If you plan to move or rename a 
folder, alwaysexport the cache first —that way, all the cached informa- 
tion remains intact. You should also export the cache for folders that 
are destined to be burned to CD or DVD—tthat way, the recipient won't 
have to wait whiie her copy of Photoshop reads all the images, because 
the cache is already there, in the folder on the CD. In fact, I always 
export the cache after doing any significant work in the File Browser, 
just so that I know I have a fallback position if things go wrong. 


Make the Work Flow 


The File Browser is a deep, complex, and very powerful tool, but unless 
you take the time to master it, you'll almost certainly wind up spending 
more time on your work than you really need to. The File Browser lets you 
do a lot of things once, and once only, so that you don't need to keep do- 
ing them over and over again, whether it's applying Camera Raw settings, 
entering copyright notices, or rotating images. The time you spend in the 
File Browser will be amply repaid further down the line. 

You can make the work flaw even faster with a Little planning. The File 
Browser lets you carry out operationsin any order you choose; but the most 
efficient way is to proceed from the general to the specific, starting with op- 
erations that every image needs (such as a copyright notice) and continuing 
with operations required by progressively smaller numbers of images. 

Some tasks, such as entering descriptions or captions, must be done 
image by image, and you'll almost certainly want to fine-tune the Camera 
Raw settings for your hero images on an individual basis. But you probably 
don't need to hand-tune every single image that you shoot. Instead, use 
the File Browser to whittle down the large collection of raws to the images 
that will make you money, and save the hand work for those. 
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The Smarter Image 





Metadata, which literally means "data about data," isn't a new idea by any 
means. Library catalogs are good examples of long-establishedmetadata 
systems—the data is what lies between the covers of the book, while the 
metadataincludes information about the book —who wrote it, who pub- 
lished it, when both parties did so, whatit's about, and where in the library 
i's located, for starters. 

Metadata isn't new to photographyeither. Photojournalistshavelong 
relied on the metadata properties specified by the IPTC (International 
Press Telecommunications Council) to make sure that their images get 
delivered correctly with the appropriate photo credit. But two factors 
are bringing metadata to the front burner forall photographers, not just 
photojournalists. 


» Digitalcameras embed a wealth of useful metadataright in the raw file. 


» Adobeis in the process of usingitsconsiderableclout to promote XMP 
(Extensible Metadata Platform) as a documented, open, extensible 
standard for creating, storing and sharing metadata. 


Digital captures are already rich in metadata straight out of the cam- 
era, but one of the problems that has plagued early adopters has been a 
plethora of proprietary and often incompatible methods of writing and 
storing metadata. This is an ongoing battle. 
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The EXIF (Exchangeablelmage Fie Format) "standard," for example, 
1s sufficiently vague that the exchangeability pretty much applies exclu- 
sively to JPEGs. Camera vendors are allowed a great deal of freedom ("toc 
much freedom" is a phrase I rarely use, but it applies here) to use private 
proprietary fields in EXIF to encode important information. 

For example, it seems to bring no conceivable benefit to Canon shooters 
if the image White Balance settings are recorded by the camerain sucha 
way that only Canon software can read them directly, but that's how the 
current Canon cameras work. This is not to single out Canon —there's 
more than enough blame to go around, and almost every vendor who 
produces cameras that shoot raw does something similar with one or 
another piece of metadata. 

The intent here isn't to beat up on the camera vendors (Well,not much). 
but rather to demonstrate just how badly we need a standard frameworkfor 
handling metadata. That's why XMP is so important to the future not only 
of photography, but of all the enterprises that consume photography. 


What Is XMP, and Why Should I Care? 


XMP an Adobe initiative to promote a standard for metadata, but it's not 
a proprietary initiative. Instead, it's an open standard, it's documented, 
it's extensible, and it's even somewhat readable by humans. It is, in fact, 
a subset of XML (Extensible Markup Language), which is turn a subset of 
SGML (Standard Generalized Markup Language),the international stan- 
dard metalanguagefor text markup systems recorded in ISO 8879. 

If you want to delve deeply into XMP I suggest you start by looking 
at the available documentation. You can find several useful documents, 
including one on buildingcustom File Info panels,at www.adobe.com:80/ 
products/xmp/main.html. I'm not going to teach you how to write XML 
code in this chapter (it's a bit more difficult than writing actions, but a 
good bit easier than writing JavaScripts}, but I will show you what XMP 
metadata looks like and show you some of the ways in which you can 
work with it. 
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Crowing Pains 

Because XMP is relatively new, you'll almost certainly encounter some 
growing pains if you try to work with a mixtureof applications, some that 
support XMB and others that as yet do not. There are two things you can 
do to lessen, if not eliminate, the pain. 


» Ask the vendors of those applications that don't yet support XMP to 
do so. 


» Learn how Photoshop and other Adobe and non-Adobe applications 
use XMP to record metadata, and find out just which files contain 
which pieces of information. 


The first is up to you. The second is the core topic of this chapter. The 
metadata that you enter in the File Browser for your raw files will persist 
through all the convertedimages that you createfrom the raw files, unless 
you take deliberate steps to remove it. This is mostly a huge advantage to 
photographers—-you can enter the information once, for the raw file, and 
know that it willbe present in all the variants that you createfrom that raw 
file, not asa sidecar file (thoseare only necessarywith read-only raws) but 
embedded directly in the .tif, .psd, .jpg or .eps image. 

You know that your copyright notice will be embedded in the image, 
and, even better, you know that if you deliver the image on read-only 
media like CD-ROM or DVD-ROM, you can prove willful violation of the 
Digital Millennium Copyright Act of 1998 should someone else remove 
it. With a little work, you can even put a hidden copy of your copyright 
and rights notices that will resist all but the most skilled and determined 
offenders. 

However, you may not always want to provide your clients with all that 
metadata. Some benighted souls still have attitude when it comes to digital 
capture: it's highly doubtful that they'd be able to identify the source of the 
image from the pixels, but they can do so straightaway from the metadata. 
Or maybe you just don't want anyone to know that you shot that image 
in Program mode.... 

Metadata may seem mysterious at first, but with only minimal effort, 
you can gain a great deal more control over it. And if you're willing to do 
some Serious heavy lifting, you can accomplish magic! 
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XMP E Text 


The first important thing to learn is that .xmp files are simply text files. 
readable by any text editor or word processor, that conform to a specific 
syntax and are saved with a .xmp extension. So it's easy to read and, f 
necessary, edit XMP metadata. 

The second important thing to learn is how the user interface in Camera 
Raw and the File Browser relatesto the .xmp files that get stored in various 
locations on your computer. When you apply keywords or copyright no- 
tices, where does that data actually get stored? The answers may surprise 
you, but f you're at all curious, its highly instructiveto take a peek at side- 
car .xmp files, saved Camera Raw Settings and Settings Subsets, Metadata 
Templates, and even File Browser cache files with a text editor. 

For the truly motivated, the third lesson involves the things you can do 
by customizing .xmp files. Forexample, when you savea custom Metadata 
Template, you may be surprised to see all the junk that by default gets 
saved ini t Judiciouspruningwith a text editor can make these important 
files more reliable. If you're really gung-ho, you can actually use XMP to 
make your own custom File Info panels. Very few photographers have a 
use for all the fieldsin the IPTC metadata, for example. With a custom File 
Info panel, you can hijack the useless ones and turn them into something 
more useful. 


XMP Uncovered 


Thus far, the discussionhas been a little on the abstract side. So let's bring 
things down to earth and actually look at some XMP metadata. Well start 
with a sidecar .xmp file. 

Figure 6-1 shows an image, and Figure 6-2 shows what its accompany- 
ing sidecar .xmp file looks like when 1t's opened in a text editor. 

At first glance, the metadata file may seem overwhelming, but once 
you break it down into its various components, things start to make a bit 
more sense. So I'll spend the next several pages walking you through the 
differentchunksof text in the sidecar file and showing you the correspond- 
ing elements in Photoshop's user interface.Once you see the relationship 
between the two, things will start to make more sense. 


Figure 6-1 


The image 


Figure 6-2 


The sidecar .xmp file 
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02004 Jack Reznicki 


<x:xmpmeta xmlns:x='"adobe:ns:meta/” x:xmptk="XMP toolkit 3.0-28, 

framework 1.6' > 

<rdf:RDF xmlns:rdf="http://www.w3.org/1999/02/22-rdf-syntax-nst' 

xmlns:iX='"http://ns.adobe.com/iX/1.0/'> 

<rdf:Description rdf:about=’’ 
xmlns:crs='*http://ns.adobe.com/camera-raw-settings/1.0/'> 


<crs: 
<crs: 
<crs: 
<crs: 
<CES? 
<crs: 
<crs: 
<crs: 
<ers: 
<crss 
<cers: 
<crs: 
<crs: 
<Cres 
<crs: 
<crs: 
<crs: 
<cras 
<crs: 
<ers: 
<crs: 
<crs: 
<CES1 
</rdf: 


Version>2.2</crs:Version> 
RawFileName>May04Workshop 4.TIF</crs:RawFileName> 
WhiteBalance>Custom</crs:WhiteBalance> 
Temperature>4800</crs:Temperature> 
Tint>-5</crs:Tint> 

Exposure>+1.25</crs:Exposure> 

Shadows>0</crs: Shadows> 
Brightness>25</crs:Brightness> 
Contrast>+95</crs:Contrast> 
Saturation>0</crs:Saturation> 
Sharpness>0</crs:Sharpness> 
LuminanceSmoothing>0</crs: LuminanceSmoothing> 
ColorNoiseReduction>25</crs:ColorNoiseReduction> 
ChromaticAberrationR>0</crs:ChromaticAberrationR> 
ChromaticAberrationB>0</crs:ChromaticAberrationB> 
VignetteAmount>0</crs:VignetteAmount> 
ShadowTint>0</crs:ShadowTint> 
RedHue>0</crs:RedHue> 
RedSaturation>0</crs:RedSaturation> 
GreenHue>0</crs:GreenHue> 
GreenSaturation>0</crs:GreenSaturation> 
BlueHue>0</crs:BlueHue> 
BlueSaturation>0</crs:BlueSaturation> 
Description> 
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Figure 6-2 
The sidecar .xmp file, 
continued 


<rdf:Description rdf:about=** 
xmlns:exif="http://ns.adobe.com/exif/1.0/'> 
<exif:ExposureTime>1/60</exif:ExposureTime> 
<exif:ShutterSpeedValue>5906891/1000000</exif:ShutterSpeedValue> 
<exif:FNumber>13/1</exif:FNumber> 
<exif:ApertureValue>7400879/1000000</exif:ApertureValue> 
<exif:ExposureProgram>1</exif:ExposureProgram> 
<exif : DateTimeOriginal>2004-05-02T15: 56: 40-07: 00</exif: DateTimeOriginal> 
<exif:ExposureBiasValue>0/1</exif:ExposureBiasValue> 
<exif:MeteringMode>5</exif:MeteringMode> 
<exif:FocalLength>70/1</exif:FocalLength> 
<exif: ISOSpeedRatings> 
<rdf:Seq> 
<rdf:1i>100</rdf:1i> 
</rdf:Seq> 
</exif:ISOSpeedRatings> 
<exif:Flash rdf:parseType=’ Resource’ > 
<exif:Fired>False</exif:Fired> 
<exif:Return>0</exif:Return> 
<exif:Mode>0</exif:Mode> 
<exif:Function>False</exif:Function> 
<exif:RedEyeMode>False</exif: RedEyeMode> 
</exif:Flash> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:aux=’http://ns.adobe.com/exif/1.0/aux/’> 
<aux:SerialNumber>150657</aux:SerialNumber> 
<aux:Lens>24.0-70.0 mm</aux:Lens> 
</rdf:Description> 


<rdf:Description rdf:about=’ ’ 
xmlns:pdf=’ http://ns.adobe.com/pdf/1.3/'’> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 

xmlns:photoshop=’ http://ns.adobe.com/photoshop/1.0/’> 
<photoshop:Source>Jack Reznicki</photoshop:Source> 

<photoshop: DateCreated>2004-05-02T15:56: 40Z</photoshop: DateCreated> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:tiff=’http://ns.adobe.com/tiff/1.0/’> 
<tiff:Make>Canon</tiff:Make> 
<tiff:Model>Canon EOS-1DS</tiff:Model> 
<tiff: ImageWidth>4064</tiff: ImageWidth> 
<tiff:ImageLength>2704</tiff: ImageLength> 
<tiff:PhotometricInterpretation>2</tiff:PhotometricInterpretation> 
<tiff:XResolution>240/1</tiff:XResolution> 
<tiff:YResolution>240/1</tiff:YResolution> 
<tiff:ResolutionUnit>2</tiff:ResolutionUnit> 
<tiff:BitsPerSample> 

<rdf:Seq> 

<rdf:1i>16</rdf:1i> 

<rdf:1i>16</rdf:li> 

<rdf:1i>16</rdf:1i> 
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Figure 6-2 </rdf:Seq> 


The sidecar .xmp file, </tiff:BitsPerSample> 
continued </rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:xap=’ http://ns.adobe.com/xap/1.0/’> 
<xap:ModifyDate>2004-05-27T15:23:30-07:00</xap:ModifyDate> 
<xap:MetadataDate>2004-05-27T15:23:30-07:00</xap:MetadataDate> 
</rdf:Description> 


<rdf:Description rdf:about=!”" 
xmlns:xapRights="http://ns.adobe.com/xap/1.0/rights/'> 
<xapRights:Marked>True</xapRights:Marked> 

<xapRights: WebStatement>www.reznicki.com</xapRights:WebStatement> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:dc="http://purl.org/dc/elements/1.1/'> 
<dc:creator> 
<rdf:Seq> 
<rdf:li>Jack Reznicki</rdf:1li> 
</rdf:Seq> 
</dc:creator> 
<dc:title> 
<rdf:Alt> 
<rdf:li xml:lang=' x-default’>Images to Bruce Fraser for RW 
Raw</rdf:li> 
</rdf:Alt> 
</dc:title> 
<dc:description> 
<rdf:Alt> 
<rdf:li xml:lang=’ x-default’>Image Submit to Bruce Fraser for 
RW Raw</rdf:li> 
</rdf:Alt> 
</dc:description> 
<dc:rights> 
<rdf:Alt> 
<rdi:li xml:lang="x-default”*>-6Jack Reznicki 2004 All Rights 
Reserved</rdf:1li> 
</rdf:Alt> 
</de:rights> 
<dc:subject> 
<rdf :Bag> 
<rdf:1i>People</rdf:1i> 
<rdf:li>New York</rdf:li> 
</rdf:Bag> 
</de:subject> 
</rdf:Description> 


</rdf:RDF> 
</x:xmpmeta> 
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Figure 6-3 
Camera Raw metadata 













The boxed lines 
correspond to the 
Adjust tab settings. 
The remaining settings 
are ali null, but it 
should be reasonably 
obvious that they 
pertain to the Detail, 
Lens, and Calibrate 
tabs, respectively, 


Sidecar .xmp Decoded 

The first few lines say that this is a .xmp metadatadocument, identified by 
means of a namespace. You can think ofa namespace as the secret decoder 
ring for a particularXMP schema, whichis the collection of properties the 
document deals with. The use of namespaces avoids conflicts between 
propertiesin different schemas that have the same name but different 
meanings. For example, the “Creator” property in one schema might be 
the human who created a resource, while I another it might refer to the 
application used to create the resource. 

Schema names look like URLs, but if you point a Web browser at the 
ones in Adobe .xmps you wont get far. They're actually URIs—Uniform 
Resource Indicators-—that may or may not have an actual Web page at- 
tached to them (the Adobe ones currently do not). 

The second chunk of text is a little more interesting. It contains the 
Camera Raw settings that have been applied to the file, in a form that is 
readable to humans, albeit with some squinting! See Figure 6-3. 


<rdf:Description rdf:about="" 
xmlns:crs=’http://ns.adobe.com/camera-raw-settings/1.0/'> 
<crs:Version>2.2</crs:version> 
<crs:RawFileName>May04Workshop 4.TIF</crs:RawFileName> 
<crs:WhiteBalance>Custom</crs:WhiteBalance> 
<crs:Temperature>4800</crs:Temperature> 
<crs:Tint>-5</crs:Tint> 
<crs:Exposure>+1.25</crs:Exposure> 
<crs:Shadows>0</crs:Shadows> 
<crs:Brightness>25</crs:Brightness> 
<crs:Contrast>+95</crs:Contrast> 
<crs:Saturation>0</crs:Saturation> 

<crs :Sharpness>0</crs:Sharpness> 
<crs:LuminanceSmoothing>0</crs: LuminanceSmoothing> 
<crs:ColorNoiseReduction>25</crs:ColorNoiseReduction> 
<crs:ChromaticAberrationR>0</crs:ChromaticAberrationR> 
<crs:ChromaticAberrationB>0</crs:ChromaticAberrationB> 
<crs:VignetteAmount>0</crs:VignetteAmount> 
<crs:ShadowTint>0</crs:ShadowTint> 
<crs:RedHue>0</crs:RedHue> 
<crs:RedSaturation>0</crs:RedSaturation> 
<crs:GreenHue>0</crs:GreenHue> 
<crs:GreenSaturation>0</crs:GreenSaturation> 
<crs:BlueHue>0</crs:BlueHue> 
<crs:BlueSaturation>0</crs:BlueSaturation> 
</rdf:Description> 











This chunk of text is what Photoshoo and the File Browser use to keeo 
track of the custom settings for each raw image. 





Figure 6-4 
EXIF metadata 


The text shown above 
generates the entries in 
File Info shown at right. 
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The nexth u n k sof text hold the EXIF data that was extracted from 
the raw file. They correspond to the second and third entries you see in the 
Advanced panel of File Info—EXIF Properties, and the auxiliary EXIF infor- 
mation recorded in http://ns.adobe.com/exif/1.0/aux/. Figure 6-4 shows 
the metadata and the corresponding Fie Info entries. 


<rdf:Des 
xmins: 
<exif: 
<exif: 
<exif: 
<exif 
<exif: 
<exif 


cription rdf:about=’’ 
exif='http://ns.adobe.com/exif/1.0/'> 
ExposureTime>1/60</exif:ExposureTime> 
ShutterSpeedValue>5906891/1000000</exif:ShutterSpeedValue> 
FNumber>13/1</exif:FNumber> 


:ApertureValue>7400879/1000000</exif:ApertureValue> 


ExposureProgram>1</exif:ExposureProgram> 
:DateTimeOriginal>2004-05-02T15:56:40-07:00</exif: 


DateTimeOriginal> 


<exif: 
<exif: 
<exif: 
<exif: 
<rdf: 
<rdf 
</rdf 
</exif 
<exif: 


<exif: 
<exif: 


<exif 


<exif: 
<exif: 
</exif: 


</rdf:D 


<rdf: De 
xmlns: 
<aux:S 
<aux:L 
</rdf:D 


ExposureBiasValue>0/1</exif:ExposureBiasValue> 
MeteringMode>5</exif:MeteringMode> 
FocalLength>70/1</exif:FocalLength> 
ISOSpeedRatings> 

Seq> 

:1i>100</rdf:li> 

:Seq> 

: ISOSpeedRatings> 

Flash rdf:parseType=’ Resource’ > 
Fired>False</exif:Fired> 
Return>0</exif:Return> 
:Mode>0</exif:Mode> 
Function>False</exif:Function> 
RedEyeMode>False</exif:RedEyeMode> 
Flash> 

escription> 


scription rdf:about=’’ 
aux=’http://ns.adobe.com/exif/1.0/aux/’> 
erialNumber>150657</aux:SerialNumber> 
ens>24.0-70.0 mm</aux:Lens> 

escription> 


| > http: //ns_adobe.com/camera-raw-settings /1.0/ 
| | ¥ ¡DOF Properties (exif, htp://ns.adobe.com/exif/1.0/) 
ExposureTime: 1/60 





Lens: 24.0-70.0 mm 
> POF Properties (pdf, http: / /ns.adobe.com/pdf/1.3/) 
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Figure 6-5 
PDF Properties 


Figure 6-6 
Photoshop Properties 


The next chunk of textis the PDF Properties section. Notice that the File 
Infocontains entries, whereas the metadata does not. The Fie Info entries 
are aliased from other areas in the sidecar .xmp file—see Figure 6-5. 


<rdf:Description rdf:about= "" 
xmlns:pdf="http://ns.adobe.com/pdf/1.3/'> 
</rdf:Description> 












Camera Data 1 > htp://ns.adobe.com/camera-raw-settings/1.0/ 

| Camera Data 2 > EXIF Properties (exif, http://ns.adobe.com/exif/1.0/) 
Categories > hutp://ns.adobe.com/exif/1.0/aux/ 
History . | | ¥ POF Properties (pdf, http://ns.adobe.com/pdf/1.3/) 
Origin ModDate: 2004-05-27T15:23:30-07:00 

| Advanced | Title: Images to Bruce Fraser for RW Raw 


Subject: Image Submit to Bruce Fraser for RW Raw 

Author: Jack Reznicki 

_ | > Adobe Photoshop Properties (photo...tp://ns.adobe.com/photoshoí 
| 1.0/) 


Management 
> Dublin Core Properties (dc, http:/ /puel.org/dc/elements/1.1/) 


XIN = A A A 


Chas) 
Em) 


The nextchunk of textis the Photoshop Properties. Again, notethat th 
metadata contains only the Source and Date Created information. The 
other information that appears in File info is aliased from other parts of 
the sidecar .xmp file—see Figure 6-6. 
<rdf:Description rdf:about=’ ’ 

xmlns:photoshop=’ http://ns.adobe.com/photoshop/1.0/’> 
<photoshop:Source>Jack Reznicki</photoshop:Source> 


<photoshop: DateCreated>2004-05-02T15:56:40Z</photoshop: 
DateCreated> 


</rdf:Description> 





1.0/ 
| | » DOF Properties (exif, http://ns.adobe.com/exif/1.0/) 


Figure 6-7 


TIFF Properties 


Chapter 6: Understanding Metadata 181 


Next comes TIFF Properties, where you'll find the camera make and 
model, the pixel dimensions,and the default resolutionfor the converted 
image, set in Camera Raw. Again, the File Info displays some information 
aliased from elsewhere in the sidecar .xmp file, including any keywords 
applied to the image--see Figure 6-7. 


<rdf :Description rdf:about=’’ 


xmlns: 


<tiff 
<tiff 


tiff='’http://ns.adobe.com/tiff/1.0/’> 


:Make>Canon</tiff:Make> 

:Model>Canon EOS-1DS</tiff:Model> 
<tifE: 
<tifrE? 
<ti fe: 
<tiff: 
<tift: 
<tifte: 
<titEs 


ImageWidth>4064</tiff: ImageWidth> 

ImageLength>2704</tiff: ImageLength> 
PhotometricInterpretation>2</tiff:PhotometricInterpretation> 
XResolution>240/1</tiff:XResolution> 
YResolution>240/1</tiff:YResolution> 
ResolutionUnit>2</tiff:ResolutionUnit> 

BitsPerSample> 


<rdf:Seq> 
<rdf:1i>16</rdf:1li> 
<rdf:1i>16</rdf:li> 
<rdf:1i>16</rdf:li> 
</rdf:Seq> 
</tiff:BitsPerSample> 
</rdf:Description> 





P Adobe Photoshop Properties (photosh...ttp:/ /ns.adobe.com/photo 
¿4 ¥ TF pr OIL 


Date Time: 2004-05-27T15:23:30-07:00 
"Y imageDescription (alt container) 
Ix-default]: Image Submit to Bruce Fraser for RW Raw 
Y Copyright (alt container) 
[x-defauit]: Sjack Reznicki 2004 All Rights Reserved 
i Artist: Jack Reznicki 
ije LOA 


resi) Choon) Cte) > 
Con CD 


The next two entriesrecord the creation date and, of particular interest 
to image creators, the copyright flag and copyright URL. Youll find the 
correspondingentriesin the Advanced File Info listing under 4MP Rights 
Management Properties—see Figure 6-8, 
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Figure 6-8 
XMP Rights 
Management Properties 


<rdf:Description rdf:about=’’ 
xmlns:xap=’http://ns.adobe.com/xap/1.0/’> 

<xap:Modi fyDate>2004-05-27T15:23:30-07:00</xap:ModifyDate> 
<xap:MetadataDate>2004-05-27T15:23:30-07:00</xap:MetadataDate> 
</rdf :Description> 


<rdf:Description rdf:about=’’ 
xmlns:xapRights=’http://ns.adobe.com/xap/1.0/rights/’> 
<xapRights:Marked>True</xapRights:Marked> 
<xapRights:WebStatement>www.reznicki.com</xapRignts:WebStatement> 
</rdf:Description> 













Bruce Fraser 
Camera Data 1 | > POF Properties (pdf, http://ns.adobe.com/pdf/1.3/) 
Camera Data 2 > Adobe Photoshop Properties (photosh...ttp://ns.adobe.com/photo: 
> TIFF Properties (tiff, http: //ns.adobe.com/tiff/1.0/) 
History . | ¥ XMP Core Properties (xmp, http://ns.adobe.com/xap/ 1.0/) 
Origin i ModifyDate: 2004-05-27T15:23:30-07:00 
MetadataDate: 2004-05-27T15:23:30-07:00 


Y Title (alt container) 
[x-default]: Images to Bruce Fraser for RW Raw 

Y Description (alt container) 

{x-default]: Image Submit to Bruce Fraser for RW Raw 


me x 
> Dublin Core Properties (dt: //urlar//alemets/1 1p . 
pe 
Coa) E 


The remainderof the textcontains the Creator, Title, Description,Copy- 
right notice, and keywords. Its the source of the aliased entries you saw 
in the Photoshop Properties, TIFF Properties, XMP Core Properties, and 
XMP Rights Management Propertiesin Fie Info, and it also shows up in 
the Dublin Core Propertieslist in File Info—-see Figure 6-9. 

Why, you may ask, am I torturing you with this kind of information ?My 
purpose for showing you all this is twofold. 


> Understanding the contents ofthe metadata files makes the whole process 
by which you enter and store metadata a great deal less mysterious. 


» Use of a text editor is the only way to remove metadata selectively 
from images with complete control, You can use the metadata palette 
or the Fie Info panel to remove some entries, but if you want to strip 
outsomeor all of the W F metadata, for example, a text editor is your 
only recourse. (Earlier, I posited the example of removing “Program” 
from the EXIF data—you'll be glad to know that if you simply cut that 
line from the EXIF data in the sidecar file, subsequentpeeksat File Info 
show that it's been replaced by the much studlier "Manual.") 
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Figure 6-9 <rdf:Description rdf:about=’’ 
i xmins:dc="http://purl.org/dc/elements/1.1/*> 
Dublin Core Properties en, 
<rdf:Seq> 
<rdf:li>Jack Reznicki</rdf:1i> 
</rdf:Seq> 
</de:creator> 
<de:title> 
<rdf:Alt> 
<rdf:1i xml:lang=’ x-default’>Images to Bruce Fraser for RW Raw</rdf:1i> 
</rdf:Alt> 
</dc:title> 
<dc:description> 
<rdf :Alt> 
<rdf:1i xml: lang=' x-default'>Image Submit to Bruce Fraser for RW Raw</rdf:1i> 
</rdf:Alt> 
</dce:description> 
<dc:riahts> 
<rd£:Alt> 
<rdf:1i xml: lang=" x-default’ >@Jack Reznicki 2004 All Rights Reserved</rdf:1li> 
</rdf:Alt> 
</dc:rights> 
<dc :subject> 
<rdf:Bag> 
<rdf:1i>People</rdf:1i> 
<rdf:li>New York</rdf:li> 
</ rdf :Bag> 
</dc: subject> 
</rdf:Description> 





















Camera Datal | > bettp://ns.adobe.com/camera-raw-settings/1.0/ 

Camera Data2 |” EXIF Properties (exif, http: //ms.adobe.com/exif/1.0/) 

Categories | | > hnttp://ns.adobe.com/exif/1.0/aux/ 

History | | > PDF Properties (pdf, http:/ /ns.adobe.com/pdf/1.3/) 

Origin . | | > Adobe Photoshop Properties (phatosh...ttp://ns.adobe.com/photos 
| | > TIFF Properties (tiff, http://ns.adobe.com/titf/1.0/) 


| | > XMP Core Properties (xmp, hitp://ns.adobe.com/xap/1.0/) 
| | P XMP Rights Management Properties (x...http://ns.adobe.com/xap/ 
| | ¥ Dublin Core Properties (de, http://purl.org/dc/elements/1.1/) 
Y title (alt container) 
be-defauit]: images to Bruce Fraser for RW Raw 
Y description (at container) 
|x-default): image Submit to Bruce Fraser for RW Raw 
Y rights (alt container) 
{x-default): Ojack Reznicki 2004 Ali Rights Reserved 


Sidecar .xmp files aren't the only kinds of files that you can usefully 
manipulate outside of Photoshop and the File Browser. Next, I'll Show you 
some more advanced examples. 
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Meddling With Metadata 


Back in Chapter5, I showed you how to save and use metadata templates. 
If you save and apply them through Photoshop's user interface, they'll 
almost certainly work seamlessly better than 99 percent of the time. But 
if you open one of your saved metadata templates in a text editor, you 
may be in for a shock. 

When you do so, the first thing you'll see is the usual line or two de- 
scribing what kind of file the template is. The second thing you'll see 1s 
a copy of the Camera Raw settings for the image that was selected when 
you saved the template—-Thomas Knoll actually had to build special code 
into Camera Raw to 1gnore this entirel y bogus data. 


Cleaning Up Metadata Templates 

Thomas's code is almost invariably pretty darn bulletproof by the time it 
gets seen by alpha testers, let alone by the public at large, hut I dislike the 
idea of applying bogus metadata to thousands of image—-it just seems 
like a Bad Idea. So let's take a look at a typical metadata template, and go 
through the process of slimming down so it only contains the informa- 
tion I really need. 

When you save Metadata Templates, Photoshop saves them in a dedi- 
cated folder. Rather than typing the lengthy path names for both Mac and 
Widows, I'll show you the simplest way to find your saved templates. Just 
select a file, choose File Info from the File Browser's File menu, and then, 
in the Fie Info dialog box, pull down the flyout menu at upper right and 
choose Shaw Templates—see Figure 6-10. 

Once you've located your templates, open one in the text editor of your 
choice. Figure 6-11 shows a newly saved metadata template. All I want it 
to do is to set the Copyright Status flag to Copyrighted, enter my name 
in the Author field, and set the Copyright Notice to 02004 Bruce Fraser. 
In practice, that is in fact all it does, at least when everything is working 
properly. 

But as computers and software get ever more complicated, we all at 
some pointlearn the hard lesson that things don't always work as designed. 
One rule that's always stood me in good stead is to keep extraneous junk 
to a minimum. Acursory glance at the metadata template shows a whole 
lot of extraneous junk! 


Figure 6-10 


Finding saved 
metadata templates 


Choose Show Templates 
to reveal the saved 
template files in the 
Macintosh Finder or 
Windows Explorer 
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Description 
Document Title: images to Bruce Fraser for RW Raw | 


DOUOANEONE imap Suomi vo Groce Fraser tor tau Raw 


Description Writer. — 
Keywords: People, New York 


Ww ia acia 


of 





185 





186 Real World Camera Raw with Adobe Photoshop CS 


Figure 6-11 
Unedited metadata 
template 


All the information here 
is irrelevant—it applies to 
the file that was selected 
when the metadata 
template was first saved. 


<?xpacket begin="0*%g* id="W5MOMpCehiHzreSzNTczkc9d' ?><x:xmpmeta xmlns: 
x=" adobe :ns:meta/” x:xmptk=’ XMP toolkit 3.0-29, framework 1,6'> 
<rdf:RDF xmlns:rdf=’http://www.w3.org/1999/02/22-rdf-syntax-ns#’ xmlns: 
iX="http://ns.adobe.com/ixX/1.0/'> 


<rdf:Description rdf:about="’ 
xmilns:crs="http://ns.adobe.com/camera-raw-settings/1.0/'> 
<crs:Version>2.2</crs:Version> 
<crs:RawFileName>4FCW3895.TIF</crs:RawFileName> 
<crs:WhiteBalance>As Shot</crs:WhiteBalance> 
<crs:Exposure>+0.05</crs:Exposure> 
<crs:Shadows>0</crs:Shadows> 
<crs:Brightness>61</crs:Brightness> 
<crs:Contrast>+33</crs:Contrast> 
<crs:Saturation>0</crs:Saturation> 
<crs:Sharpness>30</crs:Sharpness> 
<crs:LuminanceSmoothing>0</crs: LuminanceSmoothing> 
<crs:ColorNoiseReduction>25</crs:ColorNoiseReduction> 
<crs:ChromaticAberrationR>0</crs:ChromaticAberrationR> 
<crs:ChromaticAberrationB>0</crs:ChromaticAberrationB> 
<crs:VignetteAmount>0</crs:VignetteAmount> 
<crs:ShadowTint>0</crs:ShadowTint> 
<crs:RedHue>0</crs:RedHue> 
<crs:RedSaturation>0</crs:RedSaturation> 
<crs:GreenHue>0</crs:GreenHue> 
<crs:GreenSaturation>0</crs:GreenSaturation> 
<crs:BlueHue>0</crs:BlueHue> 
<crs:BlueSaturation>0</crs:BlueSaturation> 
</rdf:Description> 
<rdf:Description rdf:about=’’ 
xmlns:exif='"http://ns.adobe.com/exif/1.0/'> 
<exif:ExposureTime>1/125</exif:ExposureTime> 
<exif:ShutterSpeedValue>6965784/1000000</exif:ShutterSpeedValue> 
<exif:FNumber>18/1</exif:FNumber> 
<exif:ApertureValue>833985/100000</exif:ApertureValue> 
<exif:ExposureProgram>1</exif:ExposureProgram> 
<exif:DateTimeO0riginal>2004-04-22T05:33:30-07:00</exif:DateTimeOriginal> 
<exif:ExposureBiasValue>0/1</exif:ExposureBiasValue> 
<exif:MeteringMode>5</exif:MeteringMode> 
<exif:FocalLength>57/1</exif:FocalLength> 

<exif:Flash rdf:parseType=’ Resource’ > 

<exif:Fired>False</exif:Fired> 

<exif:Return>0</exif:Return> 

<exif :Mode>0</exif :Mode> 

<exif:Function>False</exif:Function> 

<exif:RedEyeMode>False</exif :RedEyeMode> 
</exif:Flash> 

<exif: ISOSpeedRatings> 

<rdf:Seq> 

<rdf:1i>100</rdf:li> 

</rdf:Seq> 

</exif: ISOSpeedRatings> 
</rdf:Description> 


<rdf:Description rdf:about=’ ’ 
xmlns:aux=’http://ns.adobe.com/exif/1.0/aux/’> 
<aux:SerialNumber>152124</aux:SerialNumber> 
<aux:Lens>28.0-70.0 mm</aux:Lens> 
</rdf:Description> 
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Figure 6-11 


Unedited metadata  <rdf:Description rdf:about=' 
template, continued xmlns:pdf='http://ns.adobe.com/pdf/1.3/'> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 

xmlns:photoshop=’ http://ns.adobe.com/photoshop/1.0/’> 
<photoshop:DateCreated>2004-04-22T00:00:00Z</photoshop:DateCreated> 
</rdf:Description> 


<rdf:Description rdf:about=’ ’ 
xmlns:tiff="http://ns.adobe.com/tiff/1.0/'> 
<tiff:Make>Canon</tiff:Make> 
<tiff:Model>Canon EOS-1DS</tiff:Model> 
<tiff:ImageWidth>4064</tiff: ImageWidth> 
<tiff:ImageLength>2704</tiff: ImageLength> 
<tiff:PhotometricInterpretation>2</tiff:PhotometricInterpretation> 
<tiff:XResolution>240/1</tiff:XResolution> 
<tiff:YResolution>240/1</tiff:YResolution> 
<tiff:ResolutionUnit>2</tiff:ResolutionUnit> 
<tiff:BitsPerSample> 
<rdf:Seq> 
<rdf:1i>16</rdf:1li> 
<rdf:1i>16</rdf:1li> 
<rdf:1i>16</rdf:1li> 
</rdf:Seq> 
</tiff:BitsPerSample> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:xap='http://ns.adobe.com/xap/1.0/'> 
<xap:ModifyDate>2004-05-13T14:44:21-07:00</xap:ModifyDate> 
<xap:MetadataDate>2004-05-13T14:44:21-07:00</xap:MetadataDate> 
</rdf:Description> 


The relevant information <rdf :Description rdf: about=' j 
starts here. xmlns:xapRights=’ http://ns.adobe.com/xap/1.0/rights/'> 
<xapRights :Marked>True</xapRights :Marked> 
</rdf:Description> 


<rdf :Description rdf:about="' 
xmins:de="http://purl.org/dc/elements/1.1/*> 
«de: rights> 
<rdf:Alt> 
<rdf:li xml:lang="*x-default*>-02004 Bruce Fraser</rdf:li> 
</rdf:Alt> 
</dc:rights> 
<dc:creator> 
<rdf :Seq> 
<rdf:li>Bruce Fraser</rdf:1li> 
</rdf:Seq> 
</dc:creator> 
</rdf:Description> 


</rdf:RDF> 
</x:xmpmeta> 
<?xpacket end=’r’ ?> 
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Fistis the bogusCamera Raw data. Select and delete it. Next comessome 
equally bogus EXIF data (it'salsofrom the file that was selected when I saved 
the template).Select and deleteit (including the auxiliary W F data). PDF 
Properties? Nothing of use there, so whack it. Ditto for TIFF Properties. The 
ModifyDate, MetadataDate, and CreateDate entries were likewiseinherited 
from the file that was selected when I saved the template, and can likewise 
go in the bitbucket. The remainder of the file contains the entries I actually 
need, so now I can save the greatly stripped down template. 

Once the template is stripped down, it becomes apparent that the easy 
way to create copyright notices for different years is not to go back into 
File Info and make the entries there, but simply to change the year on 
the relevant line using the text editor and then save each one with an ap- 
propriate name. Figure 6-12 shows the edited metadata template—-it's a 
whole lot more manageable. 

Once you become comfortable with editing .xmp files, you'll find that 
it's often fasterand easier to accomplish your goals using alowly text editor 
than it is to do so by tunneling through the many dialog boxes and pal- 
ettes presented by Photoshop. For example, it's quicker to make multiple 
Camera Raw settings subsets by editing the values in the text and then 
Saving with the appropriate name. 


Custom File Info Palettes 


The panels that appear in File Info are actually created by .xmp files. 
They're stored in Library/Application Support/Adobe/XMP/Custom File 
Info Panels on the Mac OS, and in Program Files/ Common Files/Adobe/ 
XMP/Custom File Info Panels on Windows. 

In that folder, you'll find the .xmp files that create the Camera Data 
1, Camera Data 2, Categories, and History panels for the File Info dialog 
box. If you open these in a text editor, you'll get a fairly good idea of the 
level of complexity you're in for if you want to contemplate making your 
own Fie Info panels. 

This is not an undertaking for the casual user. The syntax is unforgiv- 
ing—it's either right or it doesn't work at al— and you'll need to read and 
digest the documentation referenced earlier in this chapter. But if you're 
willing to ascend an admittedly steep but fairly short learning curve, you 
can do some very useful things. 
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Figure 6-12 <?xpacket begin=’ G*a" id=’WS5SMO0MpCehiHzreSzNTczkc9d’ ?><x:xmpmeta dns: 
x=’ adobe:ns:meta/’ x:xmptk=’ XMP toolkit 3.0-29, framework 1.6'> 
Edited Metadata <rdf:RDF smlns:rdf="http: //www.w3.org/1999/02/22-rdf-syntax-ns#’ dns: 
Template  ;¡x.. http://ns.adobe.com/iX/1.0/’> 


<rdf:Description rdf:about=’’ 
xmlns :pdf="http://ns.adobe.com/pdf/1.3/'> 
</rdf:Description> 


<rdf :Description rdf:about='” 

xmlns:photoshop=’ http://ns.adobe.com/photoshop/1.0/’> 
<photoshop:Source>Bruce Fraser</photoshop:Source> 
<photoshop:Credit>Bruce Fraser</photoshop:Credit> 
</rdf:Description> 


<rdf:Description rdf:about=’’ 
xmlns:xapRights=’ http://ns.adobe.com/xap/1.0/rights/’> 
<xapRights:Marked>True</xapRights:Marked> 
</rdf:Description> 


<rdf :Description rdf:about=’’ 
xmlns:dc="http://purl.org/dc/elements/1.1/'> 
<dc:riqhts> 
<rdf:Alt> 
<rdf:li xml:lang="x-default'>-(c)2004 Bruce Fraser</rdf:1i> 
</rdf:Alt> 
</dc:rights> 
<dc:creator> 
<rdf:Seq> 
<rdf:li>Bruce Fraser</rdf:1li> 
</rdf:Seq> 
</dc:creator> 
</rdf:Description> 


</rdf:RDF> 
</x:xmpmeta> 
<?xpacket end=’r’ ?> 


Hijacking Useless File Info Fields 


Very few photographers have a use for all the metadata fields in Fie Info. 
If a field is useless to you, you can hijack it for your own ends. 

Figure 6-13 shows a very simple File Info panel I built for my own idio- 
syncratic uses, along with the .xmp file that generated it. The Caption field 
is simply picked up from the Description field in File Info's Description 
panel, and it propagates through the various other panels. The MISC field 
hijacks the Headline field, and the Published Infieldhijacksthe Instructions 
field. [have no use for Headline or Instructions metadata, but it's useful to 
me to track which of my books a given image has appeared in. So, I use the 
Instructionsfield for Published In. 
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Figure 6-13 
Simple Custom 
File Info panel 





<?xml version="1.0"> 
<!DOCTYPE panel SYSTEM “http: //www.pixelboyz.cam’> 
<panel title="$$$/AWS/FileInfoLib/Panels/Categories/PanelName=Bruce Fraser `“ versior="1” type="custom_ 
panel”> 
group (placement: place row, spacing: gSpace, horizontal: align fill, vertical: align top) 
{ 
group (placement: place colum, spacing: gSpace, horizontal: align fill, vertical: align top) 
{ 


group (placement: place_column, spacing: gSpace, horizontal: align—fill) 

{ 
group (placement: place—m, #8eisji gSpace, horizontal: align—fill) 
{ 
static — texthame: ‘$$8/ANS/FilelnfoLib/Panels/Categories/ 
Category=Caption:’, horizontal: align— left); 
mru_popup(xmp_namespace: photoshop, xmp path: 'Capticn’, container type: 
single— due, yes check: trus, horizontal: align—right); 
I 
edit_text (horizontal: align fill, height: gTextViewHeight, xmp_namespace: 
photoshop, xmp_path: ‘Caption’, Y scroller: true); 

} 


group (placement: place_column, spacing: gSpace, horizontal: align fill) 

{ 
group (placement; place—m, spacing: gSpace, horizontal: align —fill) 
| 
static text (name: ‘$$$/AWS/FileInfoLib/Panels/Categories/ 
Category=MISC:’, horizontal; align left); 
mru_popup(xmp namespace: photoshop, amp path: ‘Headline’, container type: 
single— vale, yes check: trua, horizontal: align—right); 
} 
edit text (horizontal: align fill, height: gTextViewHeight, xmp namespace: 
photoshop, xmp_path: ‘Headline’, v_scroller: true); 

} 

group (placement: place column, spacing: gSpace, horizontal: align fill) 

( 


Figure 6-13 
Simple Custom 
File Info panel, continued 


} 


} 
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group (placement: place row, spacing: gSpace, horizontal: align—fill) 
{ 


static—textlname: 1833/AHS/FilelnfoLib/Panels/Categories/ 
Category=Published In:', horizontal: align left); 

mru_popup(xmp namespace: photoshop, xmp path: “Instructions”, oontalrér_type: 
single value, yes check: tre, horizontal: align right); 

} 

edit text (horizontal: align fill, height: gTextViewHeight, xmp_namespace: 
photoshop, xmp path: ‘Instructions’, v_scroller: true); 


group (placement: place column, spacing: gSpace, horizontal: aliy fill, vertical: align—fill) 


{ 


group (placement: Placc-column, spacing: gSpace, horizontal: align fill, vertical: align fill) 
{ 


</panel> 


group (placement: place row, spacing: gSpace, horizontal: align fill) 

{ 

static_text (name; ‘SSS/ANS/FilelnfoLib/Panels/Catagorias/ 
Category=Category:’, font: font big right, horizontal: align_left); 
popup (items :’$$$/CustomPanels/AWS/Popup1x2= Published in Print{PIP}; 
Published Online{POL}; Unpublished{UPP};’,xmp_namespace:photoshop, 
mp pakn: ‘CategoryPopup’, horizontal: align-fill); 

) 

group (placement: place row, spacing: gSpace, horizontal: align—fill) 

I 

static text (name: '335/ANS/FileinfoLib/Panals/Categories/ 
Category=Publication Yx:', . font: fort big right, horizontal: slim _ left); 
popup (items: ” $$$/CustomPanels/AWS/Popup1x2=None (None);1994(1994);1995 
1995};1996{1996} ;1997{1997} ;1998{1998} ;1999{1999} ;2000{2000};2001{2001}; 
2002 {2002} ; 2003 {2003} 72004 {2004} ;2005{2005} ;2006{2006} ;’ , xmp_namespace: 
photoshop, xmp path: ‘PurdatePcpup’, horizontal: aliy fill) 5 

} 


The advantage of hijacking an existing field rather than creating an 
entirely new one is that the File Browsers search engine only looks for 
metadata in its own fields. I can search for "Real World Adobe Photoshop 
CS" and find all the images for which I've entered "Real World Adobe 
Photoshop CS" in the Published In field. 
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Embed Private Metadata 

With the fields I've created myself —the Category (PublishedIn Print, Pub- 
lished Online, Unpublished) —1 can embed the metadata in the image, 
but it isn't searchable. It's viewable in the File Info Advanced panel under 
Adobe Photoshop Properties, but it's only editable in my custom File Info 
panel or by using a text editor on the sidecar .xmp file. 

However, I never send out my raw images, and any image derived from 
the raw has my metadata embedded directly in the file, where it's safe from 
geeks with text editors, rather than in a sidecar file. Askilled programmer 
could remove the metadata, but they'd have to know to look for it in the 
first place, so it's fairly bulletproof. 

Figure 6-14 shows a custom Fie Info panel developed by my good friend 
Seth Resnick. It's quite a bit more complicated than the first example, 
and no, I'm not going to show you the code that created it—Seth put in 
too much work for me to just give it away, and he built this panel without 
the benefit of the documentation to which you've been referred. I simply 
offer it as a useful illustration of just how much you can accomplish with 
XMP 

There are two significant points to note about this panel. The first 1s 
that by default, without any user intervention, a rights notice is embed- 
ded in every raw image that's opened in the File Browser—notice that 
the Rights Management popup doesn't include "none" as an option. The 
second significant point is that the entries from the Rights Management 
popup are embedded in any files derived from the raw image, in a form 
that's uneditable to anyone who isn't either a programmeror a possessor 
of the custom File Info panel —the File Info panel is the secret decoder 
ring for this private metadata and offers the only reasonable means of 
removingor changing it. 


Making Images Smarter 


Metadata has been around in one form or another for a long time, but in 
many ways it's still in its infancy. Having a standard in the form of XMP is 
one factor that will doubtless accelerateits evolution, and the ready avail- 
ability of basic shooting parameters from the EXIF data is another. 
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Figure 6-14 
Advanced custom 
File Info panel 


4 7 (One Time North American Print Rights On Paper Only) 
(Editorial Use Only, No Digital, NO Web, No Reprints) 
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Today, photographers can gain a considerable measure of security by 
knowingthat their copyrightand rights managementnoticesare embedded 
rightin the image. In the future, you can reasonablyexpect to see software 
that makes more intelligentuse of metadata—automaticalty applying the 
right lens corrections based on focal length, or the right noise reduction 
based on ISO speed, for example. You can also look forward to seamless 
integration with XMP-compliant asset managers and databases. 

You'll doubtless encounter speed bumps along the way, but if you un- 
derstand how image metadata works, you'll be in a much better position 
to troubleshootany problems you encounter than those who just treat 
the whole thingas incomprehensible magic. I hope this chapter provides 
a starting point for further metadata explorations. 
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The goal of doing all the work I've discussed so far in this book is to set 
up your raw images with the correct Camera Raw settings and the right 
metadata so that you can produce deliverable processedimages with the 
minimum amount of effort. The minimum amount of effort, in this case, 
means taking full advantage of Photoshop's rich automation features, so 
that you can simply press a button, wa1k away, and let the computer do 
your work for you. 

One of the great thingsabouta computeris that once you've made it do 
something, you can make it do that same something over and over again, 
exactly the same way, automatically. Tapping the power of automation is 
key to building an efficient workflow, so in this chapter IL show you how 
to leverage the work you've done in the Fie Browser and Camera Raw to 
produce deliverableimages in a variety of formats. 

The Fie Browser serves as command central for all the operations|'ll 
discuss in this chapter. They all boil down to a two-step process. 


> You select the images that you want to process in the Fie Browser. 


> You run one of the optionsfrom the Fie Browser's Automate menu to 
produce converted images. 
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The Automate menu offers a variety of useful routines for creating im- 
ages in a deliverableform, but by far the most powerful and flexibleis the 
Batch command. 





Batch Processing Rules 


The Batch command is one of Photoshop's most powerful features. It's 
conceptually very simple. You point it at a batch of images, it runs an ac- 
tion on them, it (optionally)renames the images, and then it does one of 
the following: 


> Saves new liles 
> Delivers open images in Photoshop 
» Saves and closes, overwriting the source liles. 


As you'll see shortly, though, the devil is in the details, and some of the 
details in the Batch dialog box are distinctly counterintuitive. Figure 7-1 
shows the Batch dialog box before customizing any of the settings. 


Figure 7-1 
The Batch dialog box 





The dialog boxis split into four different sections, each of which controls 
a different aspect of the batch process's behavior. 
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> Play lets you choose an action from an action set that will be applied 
to all the images. 


> Source lets you designate the source —the images on which the batch 
will be executed —and also lets you choose some very important 
options whose functionality will become apparent later. 


You can run a batch on a designated folder that you choose in the Batch 
dialog box by clicking the Choose button; on opened files; on images 
imported through the Photoshop File menu's Import command; oron 
the images that are currently selected in the File Browser. For process- 
ing raw images, the source will invariably be a folder or the selected 
images in the File Browser. 


> Destination lets you control what happens to the processed images. 
None delivers them as open imagesin Photoshop;Saveand Close saves 
and closes the processed images; Folder lets you designate a folder 
in which to save the processed images. It also includes the renaming 
features offered by Batch Rename. 


When you process raw images, you'll always choose either None or, 
much more commonly, Folder. Save and Close often ends up being 
a "hurt-me" button, because its normal behavior is to overwrite the 
source image. With raw files this is usually impossible and always 
undesirable. Photoshop can't overwrite files in formats it can't write, 
includingmost raw image formats; but if you use a camera that records 
its raw images as .tif, there's a real danger of overwriting your raws if 
you choose Save and Close, so avoid it! 


> Errors lets you choose whether to stop the entire batch when an error is 
encountered or log the errors to a file. I usually stop on errors when I'm 
debugging an action used in Batch andlogthem to a file when I'm actually 
runninga batchina productionsituation. However, when processingraw 
files, the batch typically either works on all files or fails on all files. 


The difficulties that users typicallyencounter in running Batch are in the 
way the selectionsin the Source and Destination sections interact with the 
action appliedbythe batch operation. Here are The Rules. (Note: these are my 
rules, and I swear by them. They don't represent the only possible approach, 
but by the time you're sufficiently skilled and knowledgeable to violate them 
with impunity you'll have long outgrown the need for a book like this one!) 
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Rules for Opening Files in a Batch Operation 


To make sure that the raw files get opened and processed the way you 
want them in a batch operation, you need to record an Open step in the 
action that will be applied in Batch. In the case of raw images, you'll wan 
to make sure that Camera Raw's Settings menu is set to Selected Image se 
that 1t applies the custom-tailored Camera Raw settings you've made fo: 
each image, and you'll also want to make sure that Camera Raw's workflov 
settings—Space, Bit Depth, Size, and Resolution —are set to produce the 
results you want. 

Now comes one of the counterintuitive bits. If you record an Open steg 
in the action, you must check Override Action Open Commands. If you 
don't, the batch will simply keep opening the image you used to recorc 
the Open step in the action. Override Action Open Commands doesn' 
override everything in the recorded Open command; it just overrides the 
specific choice of file to open, while ensuring that the Selected Image anc 
workflow settings get honored. 

Some people find this set of behaviors so frustratingand counterintui 
tive that they latch onto the fact that you can run Batch using an actior 
that doesn't contain an Open step and hence doesn't require messing 
around with the checkbox. The problem with doing so is that you lose 
control over Camera Raw's workflow settings—the batch will just use the 
last-used settings. So you may expect a folder full of 6,144 by 4,096-pixe 
images and get 1,536 by 1,024-pixel ones instead, or wind up with 8-bi 
sRGB instead of 16-bit ProPhoto RGB. If you simply follow The Rules, you 
have complete control over the workflow settings —the correct ones ge 
used automatically. 


Rules for Saving Files in a Batch Operation 


To make sure that the processed fdes get saved in the format you want 
you need to record a Save step in the action that will be applied in Batch 
This Save step dictates the file format (.tif, jpg, .psd) and options that e 
with that format—TIFF compression options, JPEG quality settings, anc 
SO on. 

Now comes the second counterintuitive bit. You must check Override 
Action "Save As" Commands, otherwisethe files don't get saved where yot 
want them, don't get saved with the names you want, or possiblyeven don’ 
get saved at all! When you check Override Action "Save As" Commands 
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the file format and file format parameters recorder in the action's Save 
step are applied when saving the file, but the name and destination are 
overridden by the options you specified in the Batch dialog box. 


Rules for Running a Batch Operation 


There are two other settings that commonly trip people up. Unless you 
check Suppress File Open Options Dialogs, the Camera Raw dialog box 
pops up whenever the batch opens a file, and waits for you to do some- 
thing. Checking this option just opens the image directly, like Sh11-double- 
clicking in the Fie Browser. The Camera Raw settings for each image are 
used, but the batch operation isn't interrupted by the appearance of the 
dialog box. 

If the workflow settings recorded in the action result in an image in a 
color space other than your Photoshop working space, you should also 
check Suppress Color Profile Warnings; otherwise the batch may get 
interrupted by the Profile Mismatch warning — the day always gets off to 
a bad start when you find that the batch operation you'd set up to gen- 
erate 2,000 Web-ready JPEGs overnight is stalled on the first image with 
a warning telling you that the file is sRGB when your working space is 
ProPhoto RGB.... 


Playing by the Rules 
If you follow the relatively simple set of rules I've provided, your batch 
operations won't fall prey to any of these ills, and they'll executesmoothly 
with no surprises. If you fail to do so, it's very likely that your computer 
will labor mightily and then deliver either results that are something other 
than you desired or, even more frustrating, no results at all! 

So with the rules in mind, let's look first at creating some actions and 
then at applying them through the Batch command. 


Recording Batch Actions 


Writing actions for batch-processing raw images 1s relatively simple. You 
don't need to worry about making sure that the action can operate on files 
that already have layers or alpha channels, or that are in a color space 
other than RGB. Youre always dealing with a known quantity. 
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Figure 7-2 
Creatingan action set 


To create a new action sel, 
click the "Create new set" 
icon, entera name, then 
click OK The new set 
appears in the Actions 
palette. 





Bear in mind that if your actions call other actions, the other actions 
must be loaded in Photoshop's Actions palette, or the calling action will 
fail when it cant find the action being called. An easy way to handle this 
is to make sure that any actionson whichother actions are dependent are 
saved in the same set as the actions that depend on them. 

TIl start out with simple examples and proceed to more complex ones. 


Simple Action—Save as JPEG 


I'll start with avery simple action that opens a raw image at its native reso- 
lution and saves it as a maximum-quality JPEG in the sRGB color space. 


Creating an action and action set. Start out by creating a new action 
Set called "Raw Processing"in which to save the actions you'll create in 
the rest of this section. So the first step 1s to create a new action set, which 
you do by opening the Actions palette and clicking the folder ("Create new 
set") icon and then entering the appropriate name in the ensuing dialog 
box and clicking OK to dismiss it. The new set then appears in the Actions 
palette —see Figure 7-2. 
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Creating anew action. Beforecreatingtheaction, selectarawimagein 
the Fie Browser that has already had custom Camera Raw settingsapplied. 
That way, once you've created the action, you can start recordingimmedi- 
ately without recording any extraneous steps, such as selecting a file, and 
you can correctly record the Camera Raw Selected Image setting. 


Figure 7-3 
Recording the Open step 


When you record an Open 
step, it's critical to make 
sure that the Settings 
menu is set to Selected 
Image and the workflow 
settings are set the way you 
want them for the batch 
operation 
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Click the "Create new action” icon in the Actions palette, enter the 
name— “Save as PEG"——in the ensuing dialog box, and then click Record 
to dismiss the dialog and start recording the action. 


Recording the Open step. The first step is to open the imagein Camera 
Raw, so that you can include the correct Camera Raw settings in the ac- 
tion. When you use the action in Batch, the Camera Raw dialog box won't 
appear, so its essential to get these settings right when you record this 
step. Open the image by double-clicking or pressing Command-0, and 
the Camera Raw dialog box appears—see Figure 7-3. 
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You need to record several key settings for this action in the Camera 
Raw dialog box 


> SettheSettingsmenu to Selected Image to ensure that each image gets 
opened using its own custom settings. 


» Set the Space menu to sRGB to produce a converted image that's al- 
ready in sRGB, the standard color space for the Web. 


» Set the Depth menu to 8 bits/channel, because you're simply saving 
JPEGs (which only support 8-bit channels), and this action wont include 
any operations that could benefit from a higher bit depth. 


» Set the Size menu to the camera's native resolution (in this case, 4064 
by 2704). 
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Figure 7-4 
Recording the Save step 


When you apply the action 
in a batch operation, the 
file name and destination 
will be overridden, but the 
format options will be 
applied. 


> Setthe Resolutionfield to 72 pixels per inch to preserve the polite fic- 
tion that Web images are 72 ppi. 


Then click OK to open the image. (Ifthe Profile Mismatch warning ap- 
pears, click OK to dismiss it. This doesn't get recorded in the action, and 
you'll suppress the warning when you use the action in Batch.)The image 
opens, and the Open step appears on the Actions palette. 


Recording the Save step. To record the Save step, choose Save As from 
the File menu, or press Command-Shift-S. The Save As dialog box appears. 
The filename and the destinationfor saving that you enter here will have 


no impacton the batch process—I usually enter an obviously silly name 
such as “foo.jpg” (I'm too lazy to type “throwmeaway.jpg”) and choosethe 
Desktop as my destination, to simplify cleanup. See Figure 7-4. 





Make sure that the formatis set to JPEG, and incorporate any other set- 
tings in this dialog box that you want to include in the action In this case, 
I'll leave all the options unchecked ——y RGB file that I create without 
an embedded profile can safely be assumed to be sRGB, and I don't care 
about iconsor thumbnaiis—but if you want any of theseoptionsincluded 
in your batch-processed files, check them now. 

Click Save to proceed to the JPEG Options dialog box, set the Qual- 
ity to Maximum (12) and the Format Options to Baseline for maximum 
compatibility with JPEG-reading software, and then click OK. The Fie 
is saved on the Desktop as “foo.jpg,” and the Save step appears in the 
Actions palette. Since you don'twant the Batch to leavedozensor hundreds 
of files open in Photoshop, close the image so that the Close step appears 


in the Actions palette. 


Figure 7-5 
Saving the action set 


Figure 7-6 
Save as JPEG action 
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Stop and Save. Click the Stop button in the Actions palette to stop record- 
ing. Photoshop doesn't allow you to save individual actions, only action 
sets; so if you wantto save an action as soon as you've written it, you need 
to select the action set that contains it in the Actions palette and then 
choose Save Actions from the Actions palette menu—see Figure 7-5. 
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Note that until you save actionsexplicitly using the Save Actions com- 
mand, they exist only in Photoshop's Preferences, and Photoshop's Prefer- 
ences only get updated when you quit the application “normally” by using 
the Quit command. If Photoshop crashes, or you suffer a power outage, 
any unsaved actions will be lost. A simple action like this one probably 
wouldn't have me runningto the Save Actionscommand, but if you make 
any actions that are even slightly complex, it's a good idea to save them 
before doing anything else. 

Ifyouexpandthe steps in the Actions palette by clicking the trianglesbe- 
side them, you can see exactly what has been recorded for each step. When 
you use this action in Batch with the appropriate overrides selected (see 
"Batch Processing Rules,” earlierin this chapter) the file names and folder 
locations will be overridden by the settings in the Batch dialog box, and all 
the other settings you've recorded here will be honored-see Figure 7-6. 
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Variants. You can create variants of this action by recording different 
Open or Save steps. For example, you can create smaller JPEGsby changing 
the Size setting in the Camera Raw dialog box to one of the smaller sizes, 
and you can embed thumbnails or create lower-quality JPEGsby making 
those settings in the Save As and JPEGOptions dialog boxes, respectively. 
To save in a different format, with different options, just choose the desired 
format and options when you record the Save step. 


Complex Action—Save for Edit 

The following example is a more complex action that produces 16-bit/ 
channel TIFFs with sharpening applied and adjustment layers set up ready 
for final editing in Photoshop. It's designed for use on "hero" images that 
merit individual manual edits in Photoshop. It doesn't actually do any of 
the editing, because the required edits will almost certainly be differentfor 
each image in a batch. Instead, it simply does a lot of the repetitive grunt 
work involved in setting up an image for editing, so that when you open 
the image, all the necessary adjustment layers are already there, waiting 
for you to tweak them. 


Creatinga new action. Record this action in the same set as the previ- 
ous one, since it's also designed for rawprocessing. As before, selecta raw 
image that has had custom Camera Raw settings applied before you start 
recording the new action. Then click the "Create new action" icon in the 
Actions palette, enter the name "Save for Edit" in the New Action dialog 
box, and then click Record to start recording. 


Recording the Open step. As before, start by launching Camera Raw by 
double-clicking the selected image. In the Camera Raw dialog box, again 
make sure that Settings is set to Selected Image. This time, though, you'll 
make some different workflow settings. 


» In the Space menu, choose ProPhoto RGB, my preferred working 
space. 


» Set the Depth menu to 16/bit channel, because you'll want to make 
the edits in Photoshop in 16-bitlchannel mode. 


> Setthe Sue menu to the camera's native resolution. 
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> Enter 240 pixels perinch in the Resolutionfield, because you'll almost 
certainly check your edits by printing to an inkjet printer at 240 ppi. 


Then click OK to open the image. The image opens, and the Open step 
appears on the Actions palette. 


Adding the edits. This action will add four different editinglayers (actu- 
ally, three layers and one layer set) to the image beforesaving and closing. 
First, add sharpening layers using your sharpening tool of choice (mineis 
PhotoKit SHARPENER from Pixel Genius LLC), Then add a Levels adjust- 
ment layer, a Curves adjustmentlayer, and a Hue/Saturation adjustment 
layer, as follows. 


» [apply sharpening by choosing PhotoKit Capture Sharpener Expert 
from Wotoshop's File>Automate menu, selecting Digital Mid-Res 
Sharpen, Medium Edge Sharpen, and clicking OK. You can substitute 
your own sharpening routine here, or you can elect to defersharpening 
util you've edited the image in Photoshop. 


P Add a Levels adjustment layer by opening the Layers palette's Adjust- 
ment Layers menu, choosing Levels, and then clicking OK to create a 
Levels adjustment layer that does not as yet apply any adjustments. 
Youll make the adjustments on an image-by-image basis in Photo- 
shop—the action just does the grunt work of creating the layers. 


P You need to take care of one small problem here. PhotoKit Sharpen- 
er produces an open (expanded) layer set, and the Levels layer gets 
created inside the set. There's no way to record closing or expanding 
a layer set, so you need to record a step that moves the Levels layer 
out of the set and up to the top of the stack. Using the shortcut for 
Layer>Arrange>Bring to Front only moves the layer to the top of the 
stack inside the layer set. You have to record dragging it out of the set 
and putting it on top of the stack. 


The step actually gets recorded as "Move current layer to layer 5." Nor- 
mally I try to avoid recording actions that move a layer to a specific 
number in the stack because I usually don't know how many layers 
will be present in a file, and recording a specificlayer number can lead 
to one of two problems. If there aren't enough layers in the stack to 
move the layer to the specified number, the action fails with an error 
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that states "The Move Command is currently not available.” If there 
are more layers than anticipated, the layer ends up somewhere other 
than where I want it. 


Fortunately, in this case you do know exactly how many layers will be 
there, because this action always starts out with a flat file and always 
adds the same number of layers. So recording the explicit layer posi- 
tion works for this action. If you start building complex actions, you'll 
run into issues l 1 e these fairly often—you just have to be methodical 
and keep debugging until you find a workable solution. 


Add two more adjustment layers—a Curves layer, then a Hue/Saturation 
layer—in both cases simplyclicking OK when the respectiveadjustment 
dialog boxes, Curvesand Hue/ Saturation, appear. These layers are auto- 
matically created in the correct positions in the stack, so you don't need 
to employ any more layer-movingtrickery—see Figure 7-7. 


Figure 7-7 
Adding adjustment layers 





When you open the resulting images in Photoshop, you can start editing 
immediately by double-clicking the adjustment icon in each adjustment 
layer without having to do the work of creatingthem first. If you don't need 
all the adjustment layers, you can easily throw the unused ones away. All the 
edits will be performed in 16-bitlchannel mode for the best quality. 


Recording the Savestep. Record the Save by choosing Save As fromthe 
Fie menu. Again, name the file “foo” and save it on the Desktop for easy 
disposal. This time, choose TIFF as the format, make sure that the Lay- 
ers and Embed Color Profile checkboxes are checked (creatinguntagged 
ProPhoto RGB files is a Very Bad Idea), and check Icon and Macintosh 
Thumbnail in the Image Previews section. Then click Save to advance to 
the Tiff Options dia!og box. - 


Figure 7-8 
Save as TIFF 


Figure 7-9 
Savefor Edit action 
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In the TIFF Options dialog box, choose ZIP for both Image Compres- 
sion and Layer Compression, and then click OK to complete the save—see 


Figure 7-8, 
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Finally, dose the image (so that the batch operation will do so too), and 
click the Stop buttonin the Actions paletteto stop recording.Figure7-9 shows 
the resulting action in the Actions palette with all the steps expanded. 
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As with the earlier, simpler action, when you use this action in a batch 
process with the necessary overrides applied in the Batch dialog box, the 
file names and locations will be overridden by the Batch settings, while 
everything else in the Open and Save steps wulll be honored. 
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Running Batch 


Using the actions I've just shown you in Batch 1s really very simple —as 
long as you remember The Rules! (If you need to take another look, refer 
back to "Batch Processing Rules," earlier in this chapter.) Play by the rules, 
and all will go smoothly. Violate them at your peril. 

Besides the settings in the Batch dialog box, there are three common 
situations that can cause a batch operation to fail. 


> Thereisnt enoughspaceon the destinationvolumeto holdthepmcessed 
files. 


> No source files were selected--see'"Selecting and Editing" in Chapter 5, 
Its All About the Workflow if you need areminder on how to select images 
in the Fie Browser. 


» File with the same names as the ones you're creating already exist in 
the destination folder. 


If these points seem blindingly obvious, I apologize. I mention them 
because they've tripped me up more than once. With those caveats in 
mind, let's look at setting up the Batch dialog box to run the Save for Edit 
action you builtin the previous section. The key settings in Batch are the 
overrides in both the Source and Destination sections of the panel. 


Source Settings 

Whenever you run a batch operation using an action that includes an 
Open step, you must check Override Action "Open" Commands in the 
Source section. To process raw images, you also need to check Suppress 
File Open Options Dialogs — otherwise the Camera Raw dialog Will pop up 
for every image—-and whenever you run a batch operation unattended, 
it's a good idea to check Suppress Color Profile Warningsso that the batch 
doesn't get stuck on a Profile Mismatch warning. 


Destination Settings 

Similarly, whenever you run a batch operation using an action that includes 
a Save As step, you must check Override Action "Save As" Commands in 
the Destination section; otherwise the files won't get saved. The Destina- 
tion section also offers the option to rename the files as part of the batch 
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operation. I usually use the raw file name as a base and add a job or shoot 
designation, “_cvt’ to indicate that it's a converted file, and the extension 
for the file type, but the renaming feature allows many differentfile nam- 
ing schemes. See "Sorting and Renaming” in Chapter 5, It's All About the 
Workflow, for the major caveats on file-namingconventions. Figure 7-10 
shows the Batch dialog box set up to run the Save for Edit action you cre- 
ated earlier in this chapter. 


Figure 7-10 
Batch 
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Batch is the most flexible command on the File Browser's Automate 
menu, but the menu also includes some automation features that are 
useful for very specific purposes. 


PDF Presentation 


The PDF Presentationcommandlets you build very simple slide shows with 
the Presentation option, or multi-page PDFs with the Multi-Page Docu- 
ment option. Both options build a multi-page PDF with one image per page, 
but the Presentation option does a little extra work, setting up a transition 
between pages and making sure that the PDF opens in full screen mode. I 
almost always use the Presentation option--see Figure 7-11. 
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Figure 7-11 
PDF' Presentation 





PDF Presentation is fairly limited. It doesn't let you add captions, or 
copyright notices, or anythingelse to the image, and it only lets you set a 
single transition that's used between all the images. It does, however, do 
the grunt work of gettingall the images into a PDE If you own Acrobat 6.0 
Professional, you can add text there and finesse the transitions on an im- 
age-by-image basis. The PDF Presentation dialog box also gives you one 
last opportunity to change the image order by dragging the items in the 
list, but this is a task that's better done in the File Browser, where you can 
at least see the thumbnails. 

Once you've made your choices in the PDF Presentationdialog box and 
you've clicked Save, you're prompted for a file name and destination for 
the PDF; then the PDF Options dialog box appears. Some of the options 
in PDF Options are irrelevant when you'reprocessingraw files —they can't 
contain any transparency or vector data-but youshould be awareof what 
the other options actually do (see Figure 7-12). 


> Encoding. This option offersthechoicebetween lossless ZIP compres- 
sion or lossy JPEGcompression, along with a Qality setting for the lat- 
ter. If the presentationis purelyforon-screenuse, | recommend JPEG 
witha Qality settingof no less than $. Ifthere's a likelihood that you'll 
need to print the images from the PDE use ZIP compression instead. 


> Image interpolation. This option less PDF-compliantapplications use 
Postscript-based interpolationto upsize the imagesin the PDE Thereare 
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Figure 7-12 
PDF Options 





always better and more reliable ways to get a larger image than upsam- 
pling them from a PDF presentation,so I don't recommendthis option. 


» Downgrade Color Profile. Photoshop CS uses ICC version 4 profiles 
when theyre available, which some older PDF readers can't under- 
stand. IS irrelevant for raw file processing because all four working 
space profiles in Camera Raws workflowsettings are understandable 
by apps that only understand the ICC version 2 spec. 


» PDP Security. This option is very useful—it lets you set password- 
protected security at various different levels. You can allow the docu- 
ment to be freely viewed but prevent editing or printing, or you can 
allow limited editing such as commenting but preventany of the data 
from being extracted —see Figure 7-13. 


Note, however, that if you set any level of security, you need the pass- 
word to open the document in Photoshop. Once its open in Photoshop, 
its completely editable—the restrictions apply only when the document 
is opened in Acrobat or Acrobat Reader. Macintosh users can open the 
PDFin the Macs Previewapplication with no restrictions,so the security 
is far from bulletproof! 
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C] Password Required to Open Document 
@ Password Required to Change Permission and Passwords 
: Document 


Figure 7-13 
PDF Security 
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Contact Sheet II 


Figure 7-14 
Contact Sheet II 


Asits name suggests, Contact Sheet II builds virtual contact sheets—pages 
full of image thumbnails. The contact sheets are built as unsaved Photo- 
shop documents, with a choice to create either a flat file or a layered one 
with each image (and each image's caption, if included) on a separate 
layer. Figure 7-14 shows the Contact Sheet H dialog box 





The Source Images section of the dialog box lets you choose the images 
for the contact sheet—in this workflow, you'd use Selected Images from 
Fie Browser. The Documentsection lets you set the size, resolution, and 
color mode for the contact sheet. (The color is converted to the current 
working space for the selected color mode.) The Flatten All Layers check- 
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box, when checked, creates a flat file, and when unchecked, createsa lay- 
ered file with each thumbnailand eachcaptionon aseparate layer —handy 
if you want to fine-tune the layout in Photoshop. 

The Thumbnails section lets you control the size of the thumbnails by 
specifying how many rows and columns the contact sheet will contain. 
The page mockup underneath the main buttons shows thelayout, and the 
readout underneath it shows the maximum dimensions of each thumb- 
nail. The Rotate For Best Fit checkbox rotates verticals to horizontal to 
make bigger thumbnailsin the availablespace. Finally, the Use Filename 
As Caption checkbox does exactly what it says—it adds the file name as 
a caption for each thumbnail in your chosen font and size. Figure 7-15 
shows a contactsheet generated by ContactSheet IL. 
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Once the contact sheets are open in Photoshop, you can save or print 
them just as you would any other Photoshop document. 


Picture Package 


Picture Packageis quite s 1 m11to Contact Sheet II, exceptit puts multiple 
copies of a single image on each page. The Source Images section works 
identically to that of Contact Sheet II. The Document section also works 
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Figure 7-16 
Picture Package 


Image O2004 
Jack Reznici 


Figure 7-17 
Picture Package 
Edit Layout 


like Contact Sheet II, with the addition of a Layout menu that lets you 
choose various diierent layouts. The Label section offers a little more 
control over captioning than ContactSheet U, including the abilitytoenter 
custom text (butnot, unfortunately, different custom text foreach image). 
Figure 7-16 shows the Picture Package dialog box. 





If none of the preset layouts is quite what you need, youcan customize 
the layout by clicking the Edit Layout button to open the Picture Package 
Edit Layout dialog box--see Figure 7-17. 





You can edit the layout either by clicking on the thumbnails and drag- 
ging the sizing handles to change size, or by dragging the entire thumb- 
nail to move, or by entering numbers in the appropriate fields. The Add 
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Zone and Delete Zone buttons let you add and delete thumbnailsto the 
layout. One slidttly odd feature is thatifyou Option-clickon a thumbnail, 
a menu pops up when you release the mouse button, with commands to 
duplicate or delete the current thumbnail or add a zone using any of the 
preset sizes. 

Like ContactSheet II, Picture Package creates unsaveddocuments that 
are opened in Photoshop, ready for you to save or print. 


Web Photo Gallery 


Web Photo Gallery is a surprisingly deep feature. It creates a home page 
with thumbnailimages and a gallery page for each image, or a frame-based 
page that combines scrolling thumbnails with asingle larger galleryimage. 
Some of the styles offer a feedback option where visitors to the page can 
check Approved or Other, or email feedback. Figure 7-18 shows the Web 
Photo Gallery dialog box 


Figure 7-18 
Web Photo Gallery 
dialog box 





The Site section lets you choose a style for the gallery from the Style 
menu (the appearance of each style is reflected in the thumbnail that 
appears below the main control buttons) and enter an email address for 
receiving feedback. 

The Source Images section lets you choose a folder or Selected Images 
from File Browser as source. It's also, somewhat confusingly, where you 
specify the destinationfolder. 
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All the styles produce the following. 
> An index file. 


> AThumbnailFrame file. Both of the precedingwill have a .htm or .html 


extension, depending on which one you've chosen. 


» An Images folder that contains the large images and the graphic page 
elements. 


» APages folder that contains a .htm or .html file for each image. 
>» A Thumbnails folder that contains the thumbnail JPEGs. 
» AUserSelections.txt file. 


The files and folders produced by Web Photo Gallery always have these 
names,so the only way to differentiate between different galleries 1s by the 
enclosing folder name. So it's always a good idea to create a new, empty 
folder and use it as the destination. 

The remainder of the dialog box is devoted to the Options panels, of 
which there are six. 


» The General optionslet you choose between a .htm or .html extension, 
use UTE 8 encoding (a Unicode encoding that offers backward com- 
patibility with ASCII-based systems) for the URL, include width and 
height attributes for the images to speed downloading, and choose the 
option to preserve or strip all the metadata. (If you only want to strip 
some metadata, you'll need to edit it using the techniques discussed in 
Chapter6, Understanding Metadata, before running the automation.) 


» The Banner options let you enter a site name, Photographer, contact 
info, and date. These entries appear in the banner on each page. 


» The Large Images options let you set the pixel size of the images and 
the amount of JPEG compression, apply a border, and use selected 
metadata for titles —the available options vary from style to style. 


>» The Thumbnails options let you choose the thumbnail size and, in 
some styles, layout, apply a border, and use selected metadatafor titles. 
As with the Large Image options, the available options vary from style 
to style. 
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» TheCustomColors options let you choose colors for the background, 
banner, text, links, active links, and visited links. Again, the available 
options vary from style to style. 


> TheSecurity optionsletyou place text on the images to prevent people 
from stealing them. You can choose from various metadata selections 
or enter custom text, with control over the font, size, opacity, position 
in the image, and rotation. 


If the preset layouts don't do what you need, you can create custom 
layouts using the presets as templates. You'll need to be comfortable edit- 
ing HTML, whichI confess I am not. But if you are, you'll find a folder cor- 
responding to each of the preset styles in Applications/Adobe Photoshop 
CS/Presets/Web Photo Gallery (Mac)or Program Files/Adobe/Photoshop 
CS/Presets/Web Photo Gallery (Windows). Inside each folder you'll find 
five .htm files. 


> Caption.htm determines the layoutof the captions that appear below 
the thumbnailson the home page. 


>» FrameSet.htm dictates the layout of the frame set for displaying pages. 
> IndexPage.htm dictates the layout of the home page. 
> SubPage.htm determines the layout of the gallery pages. 


> Thumbnail.htm dictates the layout of the thumbnails that appear on 
the home page. 


None of these file names can be changed, so if you want to edit an 
existing style, duplicate the entire folder of the style you want to edit and 
work on the files in the duplicate folder. When youre done, rename the 
duplicate folder to the style name you want. 


Advanced Automation 


You can accomplish a great deal through the combination of Photoshop 
actions and the built-in featureson the Automate menu, but actions do 
have some limitations. Photoshop has no facility for conditional actions, 
for example, so if you want to process horizontal images to 800 pixels wide 
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and vertical images to 800 pixels tall, you'll have to segregate them and 
run separate actions on the horizontals and the verticals. 

Some operations can't be recordedin an action--earlierin this chapter, 
I showed you the problems that can occur when you add an adjustment 
layer to an image with an open layer set, for example. Usually you can 
come up with aworkaround if you invest enough ingenuity, but sometimes 
you'll run into the wall. So I'll conclude by pointing out that Photoshop 
is completelyscriptable in AppleScript (Mac), Visual Basic (Windows),or 
Java (cross-platform). 

Inside the Photoshop CS applicationfolder, you'll find a ScriptingGuide 
folder. It contains comprehensive documentation on AppleScript, Java- 
Script, and Visual Basic scripting for Photoshop;some sample scripts that 
you can deconstruct; and a plug-in called ScriptingListener that, when 
loaded, dumps everything you doin Photoshop to a JavaScript log file. (So 
you only want to load it when you need that data--otherwiseyou'll make 
Photoshop run very slowly and create some very large log files!) 

For a good example of the power of scripting, check out Russell Brown's 
excellent Dr. Brown's Image Processor, available either from Russell's web 
site (www.russellbrown.com) or from the Adobe Studio Exchangeat http:/I 
share.studio.adobe.com/Default.asp—choose Scripts from the Photosbop 
Downloads menu, then click Go. You'll find a variety of interesting and 
potentially useful scripts in addition to Russell's Image Processor. 

If I were to attempt to cover scriptingin any depth at all, this book would 
instantly double in length, so I'll content myself with making you aware 
of the resources that Adobe supplies. Scripting is most certainly not for 
everyone, but if you've completely digested,implemented, and exhausted 
all the techniques in this book, and you want more automation, it's the 
next world to conquer. Good luck! 
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exposure adjustments. 
See also Exposure control 
advantages of shooting raw, 
10-11 
linear gamma and, 6 
exposure clipping display. 
See clipping display 
Exposure control, 52-53, 55. 
See also exposure adjustments 
calibratingcamera profiles, 62, 
65 
clipping display, 53-54, 74-75 
data loss, avoiding, 24-25 
editing images, 82, 83-86 
hiightrecovery, 11, 30, 31, 32, 
53, 82, 86 
negative us. positive settings, 82 
raw conversion overview, 30-32 
extensions, Batch Rename 
command and, 160 
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Favorite Folders folder, 118 
File Browser 

advantages of shooting raw, 
xv-Xvi 

all-thumbnails view, 122 

applying edits directly, 158 

applying keywords, 120, 
162-163 

applyingmetadata, 161-162 

applying saved settings subsets, 
132-133,158 

applying setting presets. 44.45. 
158 

applying settings by example, 
130-131,157 

applying settings in batch 
operations, 134-135, 165,198, 
201-202.205-206 

automation features. 
See automation 


cache, exporting or purging, 112 


cache-building, interrupting, 
151 

cache-building process, 145, 
147-148 

closing, 164, 165 

copyright notice, adding to 
images, 125,152,188 

Custom Thumbnail option, 123 

editing images, 157-158 

flagging images, 123,126, 
154-155 

Folders palette, 110-111,118 

high-quality thumbnails, 
148-149.153-154 

Keywords palette, 111, 120-121, 
162-163 

layout options, 121,122-123 

loading multiple folders, 151 

main window, 110,111,118 

menu bar, 111-117 

Metadatapalette, 111, 119-120, 
125,162 

navigation kevboard shortcuts, 
121,124 


opening, 110 

opening images in Camera Raw, 
164 

opening images in Photoshop, 
133,164-165 

palettes, displaying, 118 

Previewpalette, 111,119, 154 

ranking images, 127-128, 
155-156 

renaming images, 159-161 

rotatingimages, 117,126 

saving layouts as workspaces, 
121 

selecting images, 153-154 

sequencing images, 128-129 

sorting images, 116,159 

unreadable data, recovering, 
150 


File Browser preferences, 114. 
See also Camera Raw preferences 


Allow Background Processing 
option, 115.147 

High Quality Previews option, 
115, 146-147 

Keep Sidecar Files with Master 
Files option, 115,146 


file formats, proprietary, 12-13 
File Info dialog box, 112 


Advanced panel, 179 

custom panels, creating, 
189-193 

metadata templates, 161 

PDF properties, 180,182,183 

Photoshop properties, 180,182, 
183 

private metadata, embedding, 
192-193 

Show Templates command, 184, 
185 

TIFF properties, 181,182,183 

underlying .xmp files, 188 

AMP Rights Management 
properties, 181-182,183 


File menu, File Browser, 112 
file size, and media capacity, 12 
filename extensions, Batch 


Rename command and, 160 
files. 
See images; raw files 
filters 
flaggingimages, 126, 154-155 
Foveon X3 technology,5 
on photosensors, 3 
FireWire interfaces, 140 
flag information, cached, 166,167 
flag tool, File Browser, 117, 154-155 
Flagged Files command, 126,155 
flaggingimages, 126, 154-155 
Folder (Destinationoption), 197 , 
folders 
building cache for subfolders, 
169 
live cache, 167,170 
local cache, 168-169 
moving or renaming, 166, 168, 
170 
Folders palette, File Browser, 
110-111, 118 
formatting camera media, 141-142 
Foveon X3 technology,5 
fringing, correcting, 100, 101-102 


G 


gamma 
Brightness control adjustments, 
33 
correction, and raw 
converters, 5 
gamma encoding, 20 
linear gamma us. human 
visual perception, 6 
overview, 20-21 
gamut plots, 10 
Green Hue control, 63, 65 
Green Saturation control, 63, 65, 
102,103 
green splotches, color noise 
reduction, 97-99 
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interpolation options, PDF 
Presentation, 210 
IPTC (International Press 
TelecommunicationsCouncil) 
metadata. 
See also metadata 
copyright notices, 125, 152, 188 
editing, 112, 119, 161-162 
keywords and keyword sets, 
120,162-163 
metadata overview, 114, 
171-172 
metadata templates, 112, 161 


Johnson, Stephen, 114 
JPEGimages 
applying sharpening, 97 
creating (exampleactions), 134, 
135,200-204 
editing headroom, 7-8 
file size, and media capacity, 12 
processing using Batch Rename 
command, 160 
Save as JPEGaction, 200-204 
JPEG Options dialog box, 202 


K 


Keep Sidecar Files with Master 
Files option, 115,146,160 
keyboard shortcuts 
closing File Browser, 164 
File Browser navigation, 121, 
124 
flaggingimages, 117,126, 
154-155 
opening images in Camera Raw, 
164 
opening images in Photoshop, 
164,165 
pan tool, 40 
previewingsettings, 41 
ranking images, 127-128,156 
Rotate controls, Camera Raw, 42 


rotate tools, File Browser, 117, 
126 
trash tool, File Browser, 117 
white balance tool, 40 
Windows vs. Macintosh OS, xviii 
zoom tool, 40 
keyword sets, creating and 
applying, 120,163 
keywords. 
See also metadata 
creating and applying, 120, 
162-163 
keyword sets, 120,163 
in sidecar .xmp files, 182,183 
Keywords palette, File Browser, 
111, 120-121, 162-163 
Knoll, Thomas, 184 


L 


Label section, Picture Package, 214 
Large Images options, Web Photo 
Gallery, 216 
layers, adding to images 
(example action), 134, 135.204, 
205206 
layouts, multiple photos 
Contact Sheet 11,212-213 
PDF Presentation, 209-212 
Picture Package, 213-215 
Web Photo Gallery, 215217 
Lens tab 
Chromatic Aberration controls, 
58-59, 100, 101-102 
editing images, 99-101 
settings 1n sidecar .xmp files, 
178 
Vignettingcontrols,59-60, 100 
Levels adjustment layers, adding to 
images (example action), 205 
Levels command, Photoshop. 
See also Exposure control; 
Saturation control; Shadows 
control 
data loss associated with, 26 
limitations of raw workflow, 11-13 


linear gamma us. human visual 
perception, 6 
live cache. 
See alsocache, File Browser 
cache files, 167 
exporting, 168,170 
purging, 169, 170 
Load Settings command, 45 
loading images into File Browser 
cache-building phase, 145, 
147-148 
high-quality thumbnails, 
148-149 
interrupting cache-building, 
151 
loading multiple folders, 151 
unreadable data, recovering, 150 
loading saved settings, 44,116, 
132-133,158 
local cache. 
See also cache, File Browser 
cache files, 168 
exporting live cache, 168,170 
purging live cache, 169 
Luminance Smoothing control, 35, 
97.97 


MacintoshOS 
cache folderlocation, 167 
keyboard shortcuts, xviii 
magenta splotches, noise reduc- 
tion, 97-99 
main control buttons, 38.42 
media, archival, 144 
media, in-camera 
archiving images, 143-144 
capacities and prices, 12,142 
file size, and media capacity, 12 
formatting, 141-142 
general usage guidelines, 139, 
142 
microdrives, 140-141 
read speed, 140 
recovering unreadable data, 
142, 150 


Secure Digital (SD) cards, 141 

transferringimages to disk, 
142—143 

write speed, 140 

menu bar, File Browser 

Automate menu, 115-116 

Edit menu, 112-115 

File menu, 112 

Sort menu, 116,159 

View menu, 117 

metadata. See also keywords 

advantages of shooting raw, 
masz 

applying to images, 161—162 

cache. Seecache, File Browser 

Camera Raw settings, applying 
as metadata, 114 

camera-recordeddata, 171-172 

captions, in Picture Package, 
166 

copyrightnotice, adding to 
images, 125, 152, 173, 188, 192 

custom File Info panels, 
189-193 

displaying metadata fields, 113 

editing in Metadata palette, 
119-120, 182 

editing with text editor, 182, 
184-188 

embedding in derived files, 
192-193 

EXIF metadata, 114, 172 

IPTC metadata, 112, 114,119, 
161—162, 171-172 

moving folders, 166, 168-169, 
170 

overview, 114, 171,m=x7L 

private metadata, 192-193 

renaming folders, 166, 168-169, 
170 

sidecarfiles. 
Seesidecar .xmp files 

templates. 
See metadatatemplates 

updating withoutconverting 
images, 42 


XMP standard. 
See XMP (extensible Metadata 
Platform) 
Metadata Display Options 
command, 113 
Metadata palette, File Browser 
copyright notice, adding to 
images, 125 
displaying metadatafields, 113, 
120 
editing metadata, 162,182 
overview 1, 111, 119-120 
recovering lost Camera Raw 
settings, 169 
metadata templates 
copyrightnotice, adding to 
images, 125, 152, 188 
editing, 188, 189 
extraneoussettings saved in, 
184,186 
File Info dialog box and, 161, 
162 
locating 184, 185 
unedited templates, 186-187 
microdrives, 140-141 
mosaic sensor cameras, 2 
moving images and folders. 

See alsorenamingimages 
cache overview, 166169, 170 
exportingcache, 168,170 
keeping sidecarfiles with image 

files, 115,146,160 
multiplefolders, loading, 151 
multiple-image presentations 

Contact Sheet 11, 212-213 
PDF Presentation, 209-212 
Picture Package, 213-215 
Web Photo Gallery, 215-217 


N 


namespace declaration, xmp files, 


178 


noise reduction 


advantages of shooting raw, 11 
before-and-after views, 99 
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Color Noise Reduction control, 
35, 57, 97-99 
Luminance Noise Reduction 
control, 35 
Luminance Smoothing control, 
57, 97 
raw convertersand, 5, 11 
non-square pixels, resizing images, 
34 
None (Destinationoption), 197 
nonlinear visual perception, 6 


O 


offloading rate, and CF card speed, 
140 
CK button, 42 
on-camera histograms, 6 
Open step, recording in actions, 
198,201, 204-205, 208 
opening images 
in Camera Raw, 164 
converted images, in 
Photoshop, 133, 164, 165 
Open actions, batch operations, 
198, 201, 204-205, 208 
orderingimages. See sorting im- 
ages 
output controls, 47-48, 70-71 
overexposure, highlight recovery 
and, 11, 32, 82, 86 
Override Action "Open" 
Commandsoption, 198,208 
Override Action “Save As” 
Commandsoption, 134, 198-199, 
208 


Pp 


pan tool, 40, 99 

PDF Presentation, 165, 209-212 

PDF properties, in sidecar .xmp 
files, 180, 182, 183 

PDF Security option, PDF 
Presentation,211 

performance 
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background processing, 115. 
147 
cache-building process, 151 
PhotoKit Sharpener, 205 
Photoshop 
File Browser. 
See File Browser 
integration with Camera Raw, 
14 
opening converted imagesin 
Photoshop, 133, 164, 165 
Photoshop properties, in side- 
car .xmp files, 180,182,183 
Picture Package, 166,213-215 
pixels 
8-bit channels, 18, 19 
16-bit channels, 18. 19-20 
bit depth overview, 18, 19 
camera sensors and raw image 
data, 2-4 
image resolution and 
dimensions, 16-17 
non-square pixels, resizing 
images, 34 
square pixels, resizing images, 
34 
pixels per inch (ppi). 
See resolution 
Play section, Batch dialog box, 196, 
197 
plots, color gamuts, 10 
posterization, 8 
preferences 
Camera Raw, 67-70,146 
File Browser, 114-115, 146-147 
Preferences command, 114-115 
presentations 
using Contact Sheet II, 212-213 
using PDF Presentation, 165, 
209-212 
using Picture Package, 213-215 
using Web Photo Gallery, 
215217 
presets 
loading and saving, 44.45, 
106-108,116,117,158 
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saved settings subsets, 45, 
106-108,116,132-133,158 
working space presets, 47 
Presets folder, 45, 106, 107, 132 
Preview checkbox, 41 
preview controls, 41-42 
preview images 
applying sharpening to, 34, 46, 
57, 69, 96-97 
before-and-afterviews. 41.99 
buildingfor specified images, 
151 
cache overview, 166-168 
Camera Raw setup, 67 
dipping display 
See clipping display 
evaluating raw images, 72, 
74-76, 79 
generating, 148-149 
generatingin background, 115, 
147 
High Quality Previews option, 
115,146-147 
high-qualitythumbnails, 
148-149,153-154 
in live cache, 167-168 
in local cache, 168-169 
moving or renaming folders, 
169 
selectingimages for flaggingor 
ranking, 154 
Preview palette. File Browser, 111, 
119,154 
previewing images 
in Camera Raw. 
See preview images 
Preview palette, File Browser, 
111,119,154 
prices of CF cards, 142 
processing time of raw files. 11-12 
profiles, camera 
calibrating. 
Seecalibratingcamera profiles 
in Camera Raw color 
conversions, 29 
default. 
See camera defaultsettings 


ProPhoto RGB, 9-10 

proprietary raw formats, 12-13 
Purge Cache command, 112,169 
Purge Entire Cache command. 170 


R 


Rankcommand, 112,156 
ranking images 
overview, 127-128,155-156 
Rank command, 112,156 
rank information, cache 
overview, 166,167 
raw conversions. 
See also editing images; raw 
converters 
automating. 
Seeautomation 
Brightness control adjustments, 
33 
Calibrate tab adjustments, 
28-29 
camera profilesand, 29 
canceling, 42 
Color Noise Reduction control 
adjustments, 35 
colorimetricinterpretation 
overview, 28-29 
Contrast control adjustments, 
33 
data loss associated with, 27-28 
demosaicing overview, 28-29 
evaluating raw images, 72-78 
Exposure control adjustments, 
30-32 
Luminance Noise Reduction 
control adjustments, 35 
opening converted images in 
Photoshop, 133,164,165 
resetting changes, 42 
Saturation control adjustments, 
33 
Shadows control adjustments, 
32-33 
Sharpness control adjustments, 
34,46,69-70 
skipping images, 42 


updating metadata, 42 
white balance adjustments, 
29-30 
raw converters. 
See also raw conversions 
Camera Raw as universal 
converter, 12-13 
colorimetric interpretation, 
910 
exposure adjustments and, 
10-11 
noise reduction and, 11 
processing time, 11-12 
sharpeningand, 5, 11 
white balance and, 8-9 
raw files 
Camera Raw as universal 
converter, 12-13 
camera sensor data, 2 4 
color informationin, 4 
file size, and media capacity, 12 
on-camera settings and, 7 
processing time, 11-12 
raw data overview, 2 
raw image converters, 4-5 
vendors' proprietaryformats, 
12-13 
raw images 
advantages of shooting raw, 
7-11, xv—xvi 
archiving, 143-144 
editing headroom,7-8 
image files. 
See raw files 
limitations of raw workflow, 
11-13 
transferringfrom camera me- 
dia, 139, 142-143 
read speed of camera media, 140 
recording actions. 
Se alsoactions; batch operations 
applying settings, 201-202, 
205-206 
Open step, 198,201,204-205, 
208 
Save step, 198-199, 202, 206-207 


suppressing Camera Raw dialog 
box, 134,199,208 
recovering data 
highlightrecovery, 11, 30, 31, 32, 
53, 82, 86 
lost Camera Raw settings, 169 
unreadable camera media, 142, 
150 
red/cyan fringing, correcting, 100, 
101-102 
red-green color balance, Tint 
control, 50, 51, 80-81, 94, 95 
Red Hue control, 63, 65 
Red Saturation control. 63, 65, 102, 
103 
refreshingarchival data, 144 
renamingimages. 
See also moving images and 
folders 
1n batch operations, 208-209 
batch renaming, 116,159160, 
161 
cache overview, 166169 
exporting cache, 168,170 
file name extensions and, 160 
file name length, 161 
JPEGimages, 160 
keeping sidecar .xmp files with 
image files, 115,146,160 
retainingcopies with original 
names, 161 
special characters in file names, 
161 
resampling 
pre- vs. post-conversion 
resampling 73 
resizing images, 34 
Size output setting, 47, 71 
Reset button, 42 
Reset Camera Default command, 
46 
resizing images 
image resolution and 
dimensions, 16-17 
raw conversion adjustments, 
33-34 
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Resnick, Seth, 159160,192-193 
resolution 
image resolutionand 
dimensions, 1617 
pre- us. post-conversion 
resampling, 73 
raw conversion adjustments, 
33-34 
Resolution output setting, 48, 71 
Resolution output setting 48, 71 
RGB 
8-bit vs. 16-bit channels, 19-20 
ProPhoto RGB us. sRGB and 
Adobe RGB, 10 
RGB working spaces, 70 
RGB readout, 38, 43, 76 
Rotate controls, Camera Raw, 42 
rotate tools, File Browser, 117,126 
rotating images 
Camera Raw, 42 
File Browser, 117,126 
rotationinformationin cache, 
166 


S 


saturation clipping 
in clipping display, 75,76, 79 
clipping individual channels, 25 
in histogram, 73, 74 
Saturation control, Adjust tab 
calibratingcamera profiles, 62, 
65 
editing images, 92 
overview, 54, 55 
raw conversion overview, 33 
Saturation controls, Calibrate tab 
calibratingcamera profiles, 63, 
65 
creative editing. 102,103 
Save Actions command, 203 
Save and Close command, 165,197 
Save As dialog box, in batch 
operations, 202,206207 
Save as JPEGaction, 200-204 
Save Camera Default command, 65 
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"Save image settings in" option, 46, 
6849,146 
Save Settings command, 45 
Save Settings Subset command, 45, 
106108.158 
Save step, recording in actions, 
198-199,202,206207 
saved settings subsets 
applying, 116,132-133,158 
saving, 45,106108,132-133 
saving 
actions and action sets, 203 
camera defaults, 65 
image files,in batch operations, 
134, 198-199, 202, 206-207 
image settings, in Camera Raw 
database, 46.68.69, 105 
image settings, in sidecar .xmp 
files, 46, 68-69, 105, 146 
layouts as workspaces. 121 
presets, 44, 45, 106108,116, 
117,158 
saved settings subsets, 45, 
106-108, 132-133 
schema name, .xmp files. 178 
scripting, 218 
Search Results folder, 118 
search tool, File Browser, 117 
searching 
flagged or unflagged images, 
155 
ranked images, 156 
Secure Digital (SD) cards, 141 
security 
embedding metadata in images, 
173,192 
PDF Presentation, 211-212 
Web Photo Gallery, 217 
selectingimages 
flagging images, 126,154-155 
ranking images, 127-128, 
155156 
using high-quality thumbnails, 
153-154 
using Preview palette, 154 
sensors 
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clipping, and highlight recovery, 
32 
Foveon X3 technology, 5 
raw image data, 24 
sequencing images, 128-129 
settings 
applyingas metadata, 114 
applyingin batch operations, 
134-135,165,198,201-202, 
205-206 
applying in File Browser, 116, 
117 
applying to groups ofimages, 
130-131 
camera default. 
See camera defaultsettings 
image settings, saving, 46, 
6849,104-108 
presets, loadingand saving, 44, 
45,106108,116,117,158 
previewingeffects of 41.99 
recording for actions, 201-202, 
204-205 
recovering lost Camera Raw 
settings, 169 
saved settings, loading, 44, 45, 
116,117 
saved settings subsets. 45, 
106-108, 116, 132-133, 158 
saving in Camera Raw database, 
46.68.69, 105 
Saving in sidecar .xmp files, 46, 
68-69, 105, 146 
in sidecar .xmp files, 178-183 
Settings menu, 44 
shadow clipping, 25 
clipping display, 53-54, 74, 
75-76, 89-92 
data loss, avoiding, 24—25 
Shadows control adjustments, 
32-33, 52, 53-54, 55, 82, 89-92 
Shadow Tint control, 63, 65 
shadows. 
See also Shadows control 
clipping. 
See shadow clipping 


gamma overview, 20-21 
Shadows control, 52, 53-54, 55 
clipping display, 53-54, 74, 
75—16 
data loss, avoiding, 24-25 
editing images, 82, 89-92 
raw conversion overview, 32-33 
sharpening 
advantagesof shootingraw, 11 
applying to preview us. 
converted images, 34, 46, 57, 
69,9697 
fringing, correcting, 100 
JPEGimages,97 . 
pre- vs. post-conversion 
resampling, 73 
raw convertersand, 5, 11 
sharpening layers, adding to 
images (exampleaction), 205 
Sharpness control 
editing images, 9697 
fringing, correcting, 100 
overview, 5657 
raw conversionoverview, 34 
shooting rate, and CF card speed, 
140 
Show menu, File Browser, 111,118 
Show Rank command, 127,155156 
Show Templates command, 184, 
185 
sidecar .xmp files. 
See also XMP (extensible 
Metadata Platform) 
batch file renaming, 116,160 
cache overview, 166168 
Camera Raw settings, 178 
Copyright entry, 182,183 
Creator entry, 182,183 
Description entry, 182,183 
Dublin Core Properties, 182,183 
W Fdata, 179 
keeping with image files, 115, 
146,160 
PDF properties settings, 180, 
182,183 
Photoshop properties settings, 
180,182,183 


sample file, 174-177 
sample file with annotations, 
178-183 
saving image settings in, 46, 
68-69, 105, 146 
Title entry, 182, 183 
XMP Rights Managements 
properties settings, 181-182, 
183 
Site section, Web Photo Gallery, 
215 
size 
file size, and media capacity, 12 
image resolution and 
dimensions, 16-17 
raw conversion adjustments, 
33-34, 47, 71 
Size output setting, 47, 71 
Skip button, 42 
slide shows, using PDF 
Presentation, 165, 209-212 
Sort menu, File Browser, 116, 159 
sorting images 
flagging images, 126, 154-155 
yanking images, 127-128, 
155-156 
sequencing images, 128-129 
sort order, cached information, 
166,167 
source Images section 
Contact Sheet II, 212 
Web Photo Gallery, 215 
Seuree section, Batch dialog box, 
196,197,208 
Space output setting, 47, 71 
speed 
cache-buildingprocess, 151 
camera media, 139—141 
raw file processing time, 11-12 
square pixels, resizing images, 34 
sRGB, 10 
static controls 
Camera Raw menu, 38, 45-46 
histogram, 38,4243 
main wntrol buttons. 38.42 
preview controls, 41-42 


RGB readout, 38, 43 
Settings menu, 38, 44 
Tool palette, 40-41 
Stop on Errors setting, 197 
storage media, archival, 144 
storage media, in-camera 
archivingimages, 143-144 
capacities and prices, 12,142 
file size, and mediacapacity, 12 
formatting, 141-142 
general usage guidelines, 139, 
142 
microdrives, 140-141 
read speed, 140 
recovering unreadable data, 
142,150 
Secure Digital (SD) cards, 141 
transferring images to disk, 
142-143 
write speed, 140 
striped arrays, 3 
subfolders, buildingcache for, 169 
subsets of settings. 
See saved settings subsets 
Suppress Color Profile Warnings 
option, 134,199,208 
Suppress File Open Options 
Dialogs option, 134,199,208 


T 


Temperature control. 
See also white balance 
creative editing, 94, 95 
editing images, 80-81 
overview, 49-50, 51 
templates, metadata 
copyright notice, adding to images, 
129,152,188 
editing, 188,189 
extraneous settings saved in, 184, 
186 
File info dialog box and, 161,162 
locating, 184,185 
unedited templates, 186-187 
text editors 
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editing metadata templates, 
188-189 
readingsidecar .xmp files, 
178-183 
thumbnails 
cache overview, 166-168 
contactsheets, 165,166, 
212-213 
custom thumbnail size, File 
Browser, 115 
Pile Browser main window, 111, 
118 
high-qualitythumbnails, 
148-149, 153-154 
selectingimages, 153-154 
Thumbnailsoptions 
Contact Sheet II, 213 
Web Photo Gallery, 216 
TIFF files, and Save and Close 
command, 165.197 
TIFF Options dialog box, in batch 
operations, 207 
Tintcontrol 
creative editing, 94, 95 
editing images, 50, 51, 80-81 
Title entry, sidecar .xmp files, 182, 
183 
Toggle Expanded View button, 111, 
118 
tonal values 
8-bit channels, 18.19 
16-bit channels, 18, 19-20 
bit depth overview, 18, 19 
dynamic range overview, 18 
gamma overview, 20-21 
tonal variations, luminance 
smoothing, 97 
tone controls, Adjust tab 
Brightness control. 52, 54, 82, 
87-89 
Contrast control, 52, 54, 82, 
87-89 
Exposure control 52-53, 55 
Shadow8 control. 52, 53-54, 55, 
82, 89-92 
Tool palette, 38, 40 
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transferring images to hard drives, 
142-143 

trash tool, File Browser, 117 

troubleshooting batch operations, 
208 


U 


Unflagged Files command, 126, 
155 
unreadable data, recovering, 142, 
150 
Unsharp Mask. 
See Sharpness control 
Up One Level button, 111,118 
Update button, 42 
upsampling 
pre- us. post-conversion 
resampling, 73 
resizing images, 34 
URIs (Uniform Resource Indica- 
tors), 178 
USB interfaces, 140 


Vv 


vendors' proprietary raw formats, 
12-13 

View menu, File Browser, 117 

vignetting, 59 

Vignetting Amount control, 59,100 

Vignetting Midpoint control, 60, 
100 


W 


Web Photo Gallery, 166, 215-217 
Web sites 
Adobe Studio Exchange, 218 
CF card database, 140 
Dr. Brown's Image Processor, 
218 
Galbraith, Rob, 140 
Macbeth Color Checker, Lab 
image, 60 
RGB working space 
information, 70 


Real World Camera Raw with Adobe Photoshop CS 


XMP online documentation, 
172 
white balance 
calibratingcamera profiles, 62 
click-balancing, 41, 50, 80-81 
creative editing, 94-95 
highlight recovery and, 32 
raw conversionoverview, 29-30 
raw converters and, 4, 8-9 
Temperature control, 49-50, 51, 
80-81, 94, 95 
white balance tool, 40-41, 80-81 
White Balance controls 
Temperature control, 49-50, 51, 
80-81, 94, 95 
Tint control, 50, 51, 80-81, 94, 
95 
white (highlight)clipping, 25 
clipping display, 53-54, 74-75, 
77, 78, 79 
data loss, avoiding, 24-25 
Exposure control adjustments, 
30-32, 52-53, 55 
highlight recovery, 11, 30, 31, 32, 
53, 82, 86 
Windows OS 
cache folder location, 167 
keyboard shortcuts, xviii 
workflow 
advantages of shooting raw, 
7-11, xv-xvi 
applying Camera Raw settings, 
130-132.157-158 
applying keywords, 120, 
162-163 
applying metadata, 161-162 
batch processes. 
See batch operations 
cache-building process. File 
Browser, 145,147-148,151 
contact sheets, 165,166, 
212-213 
copyright notice, adding to 
images, 125,152,173,188,192 
displaying flagged or unflagged 
images, 155 
displaying ranked images, 156 


editing images. 

See editingimages 
embedding metadata in derived 

files, 192-193 
flagging images, 126, 154-155 
high-quality thumbnails, 

148-149.153-154 
interrupting cache-building, 

151 
limitations of raw workflow, 

11-13 
loading multiple folders, 151 
opening converted images in 

Photoshop, 133,164,165 
opening images in Camera Raw, 

164 
package layouts, 166,213-215 
PDF-formatted presentations, 

165 
ranking images, 127-128, 

155-156 
renaming images. 

See renaming images 
selectingimages, 153-154 
sequencing images, 128-129 
sorting images, 116,159 
unreadable data, recovering, 

142,150 
Web-based contact sheets, 166 

workflow settings, 47-48, 70-71 
working spaces, 47, 70 

See also color spaces 
write speed of camera media. 140 
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XMP (extensible Metadata 
Platform). 
See also metadata 
Adobe support for, 114 
online documentation, 172 
overview, 172-174 
sample sidecar file with 
annotations, 178-183 
sample sidecar .xmp file, 
174-177 
text files, 174 


See also XMP (eXtensible 
Metadata Platform) 
custom File info panels, 
creating. 1 —93 
editing. 188 
File Info dialog box, underlying 
files, 188 
namespace declaration, 178 
private metadata, embedding 
in derived files, 192-193 
schema name, 178 
sidecar .xmp files. 
See sidecar .xmp files 
XMP Rights Management 
properties, 181-182, 183 
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Zoom Level menu, 38, 41 
zoom tool, 40 
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Camera Raw 


with Adobe: Photoshop: CS 


As a serious digital photographer, you need the greatest possible control over your images. 
By leveraging your digital camera's raw format and the new Camera Raw plug-in in Adobe 


Photoshop CS, you gain precise control over image qualities such as white balance, tone curve, 


color space, contrast, and saturation. Discover this untapped power in Real World Camera Raw 
with Adobe Photoshop CS. Renowned digital imaging expert and best-selling author Bruce 
Fraser shows you the ins and outs of Camera Raw and real-world techniques for working with 
raw image captures. With an easy, engaging style, this definitive guide takes you through 
Photoshop's Camera Raw controls and File Browser, offers expert techniques for building a 
workflow and automating tasks, and provides in-depth coverage of raw-capture metadata. 


Real World Camera Raw with Adobe Photoshop CS shows you how to: 


Unlock the full potential of your digital camera's raw file format to produce the best 
quality images 


Exploit the power of the Photoshop Camera Raw plug-in to set the ideal white balance, 
optimize contrast and saturation, and reduce noise while preserving detail 


Power through hundreds of images in the File Browser to make initial selects and 
sorts quickly 

Automate raw conversions with custom settings for each image 

Demystify metadata and make it work for you by embedding copyright and rights- 
management notices in every image 


Build an efficient, streamlined workflow from capture, through selection and editing, 
to processed images 


— Russell Preston Brown, Sr. Creative Director, Adobe Systems 
Author of The Photoshop Show, Starring Russell Brown 
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